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EDITOR'S   INTRODUCTION 

Harper's  Fine  Arts  Series  is  intended  to  provide  for  the 
student  and  the  general  reader  concise  but  authoritative 
histories  of  architecture,  sculpture,  and  painting.  During 
the  last  twenty  years  the  study  of  the  monuments  of  the  past 
has  been  pursued  with  constantly  increasing  thoroughness  by 
a  great  nimiber  of  well-trained  scholars.  Hundreds  of  books 
and  articles  devoted  to  individual  artists,  to  single  monu- 
ments or  groups  of  monuments,  or  to  special  periods  have  ap- 
peared, which  have  greatly  modified  the  generalizations  and 
theories  of  a  generation  or  even  a  decade  ago.  The  spade  of 
the  excavator  has  added  many  new  and  important  monu- 
ments to  those  already  known,  and  brought  to  light  new 
evidence  on  disputed  points.  Most  of  the  older  hand- 
books, therefore,  are  **out  of  date"  in  many  respects,  and  some 
of  those  more  recently  published  repeat  traditional  statements 
which  have,  in  many  cases,  been  proved  incorrect.  It  has 
been  the  endeavor  of  the  writers  of  this  series  to  consider  all 
the  results  of  modem  investigation  and  to  simimarize  them 
as  clearly  as  possible.  The  need  for  such  summaries  of  the 
results  of  research  seems  to  be  better  met  by  single  volimies 
than  by  more  elaborate  treatises,  which  can  have  no  compen- 
sating gain  in  authoritativeness  unless  they  are  the  work  of 
many  collaborators. 

In  every  case  of  conflicting  theories  the  writers  have  tried, 
after  weighing  all  the  e\ddence,  to  present  the  view  which 
seems  to  them  most  probable,  and  then  to  give,  in  selected 
bibliographies,  the  titles  of  books  which  will  be  found  helpful 
for  further  study.  They  have  not  attempted  to  discuss  a 
large  number  of  monuments  of  any  given  period,  but  have 
chosen  rather  to  emphasize  imj^ortant  and  characteristic 
works  and  to  show  their  relation  to  the  whole  develo])ment. 
In  some  cases,  also,  they  have  emphasized  certain  as])ects  of 
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their  subjects  at  the  expense  of  others.  The  development  of 
American  art  has  been  discussed  at  rather  greater  length  than 
has  been  customary  in  similar  books,  since  it  seems  to  the 
writers  that  American  art  merits  fuller  treatment  than  it  has 
usually  received  at  the  hands  of  critics  and  historians.  As 
the  books  are  intended  for  Occidental  readers,  Eastern  art,  in 
spite  of  its  historical  importance  and  intrinsic  value,  is  treated 
in  a  single  cha])ter.  Throughout,  the  endeavor  has  \yQcn  to 
consider  the  art  of  the  ])ast  in  the  light  of  the  present,  to  tr\^ 
to  show  how  modem  art  is  related  to  that  which  has  pre- 
ceded it. 

In  the  arrangement  of  the  material  the  use  of  the  books  by 
classes  has  been  constantly  kei)t  in  mind,  and  headings  for 
sections  or  ]jaragraphs  have  been  freely  introduced  throughout 
the  three  volumes. 

One  other  principle  the  writers  have  constantly  kept  before 
them.  The  office  of  the  historian  is  to  trace  development,  to 
show  how  the  art  of  any  ])eriod  grew  out  of  that  of  earlier 
times  and  in  turn  conditioned  that  of  later  days.  Too  n:any 
of  the  older  histories  were  written  to  u])hold  a  ])articiilar 
system  of  aesthetics  or  to  glorify  a  ])articular  phase  of  artistic 
develo])ment,  frequently  in  a  ])artiailar  country-.  Many  of 
these  books  are  valuable  as  cx])ressions  of  the  judgment  of  a 
critic  or  as  records  of  the  taste  of  an  age.  But  for  the  Ix^- 
ginner  and  the  general  reader  they  are  often  confusing. 
They  ])lace  him  at  an  unfair  disadvantage  and  tend  to  war]:) 
his  judgment.  Discussions  of  aesthetic  ])rincii)les  and  state- 
ments of  the  consensus  of  critical  o])inion  may  proi)erly  find 
j)lace  in  an  elementary  book,  but  ex])ressions  of  ]Airely  ])er- 
sonal  judgments  and  theories  which  have  not  Ik^cu  generally 
accepted  should  l:)e  eliminated  so  far  as  ])ossible.  The  aim  of 
the  writers  of  this  series  has  been  to  ])oiiit  out  the  qualities  in 
the  works  of  any  period  which  have  a])i)caled  most  strongly  to 
the  creators  of  those  works  and  to  endcax'or  to  emphasize 
what  has  enduring  value.  It  is  ho])C(l  tliat  the  resulting 
''objectivity"  of  tlie  books  will  add  materially  to  their  use- 
fulness. 

The  ])r()blcm  of  illustration  is  always  difhcult.  In  recent 
years,  liistories  of  art  and  similar  books  have  exhibited  two 
()]il)osite  tendencies,  the  one  toward  a  large  number  of  illus- 
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trations  on  a  very  small  scale,  the  other  toward  few  illustra- 
tions, but  those  of  large  size.  The  former  system  has  the 
advantage  of  bringing  before  the  reader  most  of  the  buildings 
or  statues  or  paintings  mentioned  in  the  text,  the  latter  that 
of  showing  more  clearly  the  details  of  individual  works.  In 
this  matter  the  writers  have  tried,  with  the  co-operation  of 
the  publishers,  to  steer  a  middle  course,  providing  a  con- 
siderable nimiber  of  full-page  illustrations  for  especially  im- 
portant monuments  and  a  much  larger  number  of  small  cuts 
for  others.     They  hope  that  they  have  hit  upon  a  "golden 
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AUTHORS'    PREFACE 

During  the  last  twenty  years  the  origins  of  architecture 
have  been  pushed  back  another  millennium,  and  its  later  de- 
velopment has  been  enriched  by  wholly  new  chapters.  Minute 
research  on  a  multitude  of  special  points  has  modified  or  over- 
thrown generalizations  of  the  nineteenth  century  which  are 
still  too  often  repeated.  Scholars  have  been  forced,  for 
instance,  to  abandon  the  suppositions  that  Assyria  and 
Etruria  made  any  advance  over  Eg>^pt  and  Greece  in  the  use 
of  the  arch,  that  the  proportions  of  the  Greek  orders  evolved 
uniformly  in  a  given  direction,  that  the  characteristic  feature 
of  Roman  architecture  was  an  inconsistent  application  of  the 
orders  to  arched  constructions.  Similar  instances  from 
mediaeval  and  modem  architecture  could  be  cited,  where  new 
agreements  have  been  reached  on  questions  of  fact. 

Equally  important  have  been  the  changes  of  attitude  on  ' 
many  questions  of  interi)retation.  The  part  of  spiritual  in- 
fluences and  spontaneous  creation  in  the  formation  of  styles 
is  now  emphasized,  to  balance  the  one-sided  affirmation,  by 
nineteenth-centur}'-  writers,  of  the  influence  of  material 
environment.  The  raison  d'etre  of  many  forms  is  sought  in 
a  purely  formal  expressiveness,  rather  than  in  a  supposed 
structural  necessity.  The  idea  of  an  analogy  between  the 
history  of  styles  and  the  growth  and  inevitable  decay  of  or- 
ganic life  is  now  generally  abandoned,  and  it  is  understood 
that  the  material  must  not  be  forced  into  conformity  with 
any  other  misleading  analog^-.  Most  important  of  all,  it  hs 
recognized  that  in  the  histor\^  of  art,  as  in  other  branches  uf 
history,  subjective  criticism  must  give  way  to  the  impartial 
study  of  development — in  which  historical  influence  is  the 
criterion  of  imj^ortance.  Freed  from  dogmatic  appraisal, 
Roman  architecture,  Renaissance  and  baroque  architecture, 
and,  especially,  modem  architecture,  can  receive  the  exposi- 
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tion  to  which  their  influence  and  their  diffusion  entitle  them. 
The  modem  historian,  like  Chesterton's  modem  poet,  gives 
his  subjects  not  halters  and  halos,  but  voices. 

In  the  a])porti()nment  of  sj^ace  in  this  book  there  is  a  de- 
parture from  the  tendency  of  older  works  to  discuss  ancient 
styles  at  great  length  and  j^ass  over  recent  developments  with 
few  words.  Here  it  has  been  thought  better  to  give  progres- 
sively greater  ein])hasis  and  space  as  modern  times  are  ap- 
l)roac]ied.  No  date  is  suggested  as  marking  a  supposed 
death  of  traditional  art;  on  the  contrary,  the  develo^^ment 
is  followed  to  the  ])resent  day,  in  a  belief  in  unending  creative 
vitality.  Thus  it  is  ho])ed  that  the  i)rofessi()nal  architect  and 
others  already  familiar  with  the  subject  may  still  find  new 
matter  of  interest  to  them. 

In  accordance  with  the  usage  of  most  recent  writers,  the 
term  Renaissance  architecture  is  confined  to  buildings  of  the 
Renaissance  in  its  more  restricted  sense  (to  about  1550  or 
1600),  and  is  not  extended  to  cover  the  later  develoi)ments 
of  classical  forms.  The  need  of  a  general  designation  for  all 
of  the  works  of  the  following  i)eri()d,  whether  aciidemic  or 
free  in  character,  is  a  strong  one.  German  and  Italian 
scholars  have  attemi)ted  to  include  them  all  by  an  extension 
of  the  term  barocjue  architecture,  but  such  an  extension  is 
a  departure  from  the  original  sense  of  baroque  and  a  viola- 
tion both  of  French  and  of  English  usage.  In  con.sequence 
the  authors  have  ventured  to  pr()]:)ose  a  new  tenn  which  is 
self-explanator}':    post-Renaissance  architecture. 

The  attemi)t  has  l)een  made  to  i)resent  each  style  as  a  thing 
of  growth  and  change,  rather  than  as  a  fonnula  based  on  the 
monuments  of  some  sui)])oscd  ai)ogee,  with  res])ect  to  which 
the  later  fonns  have  too  often  been  treated  as  corrupt. 
The  general  devel()])inent  of  the  style  is  first  sketched 
with  little  descri])ti()n  of  individual  monimients,  and  these  are 
then  illustrated  and  discussed  more  at  length  in  sections 
devoted  to  the  devel(^])ment  of  single  fonns  and  types. 

A  chronological  outline  is  added  to  each  cha])ter,  with  a 
bibliograi)hical  note,  including  references  to  more  extended 
guides  to  the  literature  of  the  subject. 

The  illustrations  have  been  selected,  in  conformity  with 
recent  tendencies  both  in  architecture  and  in  archaH)logy,  to 
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show  not  merely  isolated  details  and  monuments,  but  the 
ensemble.  Those  which  are  not  from  photographs  are  re- 
produced, so  far  as  possible,  from  the  original  sources,  as 
noted  in  the  list  of  illustrations.  To  the  owners  of  copy- 
rights who  have  courteously  permitted  the  use  of  their  ma- 
terial the  authors  extend  cordial  thanks;  also  to  Messrs. 
B.  T.  Batsford,  Ltd.,  G.  P.  Putnam's  Sons,  Doubleday,  Page 
&  Co.,  and  the  Macmillan  Co.,  for  permission  to  reproduce 
other  material.  Messrs.  Cram  and  Ferguson,  Charles  A. 
Piatt,  and  Frank  Lloyd  Wright,  as  well  as  the  American 
Academy  at  Rome  and  the  Metropolitan  Museum,  have 
kindly  furnished  photographs  which  would  otherwise  not  have 
been  obtainable.  Certain  j)lates  which  could  not  be  repro- 
duced directly  have  been  drawn  by  Mr.  M.  B.  Gulick  and 
Mr.  A.  P.  Evans,  Jr. 

The  portion  of  the  book  which  deals  with  the  Middle  Ages 
(Chapters  VI  to  IX)  has  been  written  by  Mr.  Edgell;  the 
portion  which  deals  with  ancient  and  modem  times,  together 
with  the  chapters  on  Eastern  architecture,  bv  Mr.  Kimball. 

F.  K. 

G.  H.  E. 
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CHAPTER   I 
THE    ELEMENTS    OF   ARCHITECTURE 

From  the  bc^inninj^  of  its  histor\'  architecture  has  had  a 
threefold  problem  or  aim:  to  build  structures  at  once  com- 
modious, strong,  and  satisfying  to  the  artistic  sense.  Each 
of  the  phases  of  the  problem  offers  its  own  ])ossibilities  and 
difficulties,  rooted  in  natural  conditions  and  universal  htmian 
traits,  and  thus  to  a  certain  degree  constant.  As  an  intro- 
duction to  the  study  of  the  varied  historical  solutions  of 
the  problem  of  architecture  these  constant  factors  deser\^e  a 
brief  discussion. 

The  primar>^  compelling  need,  which  brought  and  still 
brings  the  majority  of  buildings  into  existence,  is  of  course  the 
need  of  inclosed  space  sheltered  from  the  weather.  A  roofed 
area,  surrounded  by  walls,  requires  also  certain  other  elements 
for  practical  usefulness — doors,  windows,  chimneys.  In  all 
but  the  simplest  buildings  there  must  l^e  interior  partitions, 
separating  rooms  intended  for  viirious  uses,  and  accommodated 
to  these  uses  in  their  sizes  and  relationships.  When  these 
rooms  are  nimierous,  or  occnipy  several  stories,  the  provision  of 
light  and  of  intercommunication  ])ecomes  complicated.  To 
secure  good  light  throughout  the  interior,  the  masses  of 
building  must  be  kept  relatively  thin  or  the  rooms  must  he 
grouped  about  interior  courts  of  greater  or  less  area.  In 
primitive  buildings  there  may  be  no  strict  di\nsion  of  the 
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functions  of  different  rooms  and  courts,  and  it  may  be  neces- 
sar\^  to  pass  through  a  number  intended  for  one  use  to  reach 
one  intended  for  other  uses.  In  more  advanced  construction 
the  functions  become  specialized,  and  a  distinct  class  of  ele- 
ments of  communication  is  created.  Corridors  and  stair- 
halls  proxnde  means  of  circulation  which  do  not  disturb 
the  privacy  of  individual  apartments.  The  provisions  for 
the  reception  of  strangers  and  for  the  carr>'ing  on  of  the 
ser\ace  of  the  establishment  are  then  also  separated  from  the 
private  portions  of  the  building. 

Like  these  gradations  in  complexity  of  function,  there  are 
also  gradations  in  geometrical  organization,  which  affect 
convenience  as  well  as  ai)])earance.  The  elements  of  the 
plan — rooms  and  courts — may  be  of  quite  irregular  sha])e, 
juxtaposed  without  attention  to  their  mutual  relationshi])s 
or  to  the  resulting  general  outline.  Elsewhere  they  may  be 
made  predominantly  rectangular,  the  outline  may  be  brought 
to  some  regular  geometrical  fonn,  and  communications  be- 
tween the  elements  may  be  provided  at  points  on  their 
several  axes.  A  further  degree  of  organization  may  result 
from  the  carr^'ing  through  of  a  general  axis  of  svTnmetr^' 
common  to  the  principal  elements  of  the  building,  or  j)ossil)ly 
from  the  establishing  of  two  or  more  im]X)rtant  axes,  usually 
at  right  angles.  In  the  most  highly  develoy)e(l  buildings  there 
may  be  a  multitude  of  minor  axes,  related  to  these  main  axes 
and  forming  with  them  a  complex  but  orderly  system.  Such 
schemes  ])ennit  a  clear  oversight  of  the  components  of  the 
whole,  and  a  mental  gras])  of  the  arrangement,  without  which 
it  might  ])n)ve  only  a  confused  la])yrinth. 

Essential  e\'en  to  mere  ])rovisi()n  of  inclosed  s])ace,  as  well 
as  to  resistance  against  the  various  forces  of  disintegration, 
is  a  sufiicient  measure  of  strength.  In  the  simplest  of  all 
fomis  of  construction,  a  solid  wall,  the  only  tendency  is  for 
weight  above  to  com])ress  or  crush  the  material  below  or  to 
force  it  out  at  the  sides.  The  remedy  is  to  in(M"ease  the  sur- 
face over  which  a  given  ])ressure  acts  by  thickening  the  wall 
until  safety  is  am])ly  attained.  With  foundations,  where  the 
soil  is  compressible,  it  is  ecjually  essential  that  the  pressure 
shall  everywhere  have  the  same  relation  to  the  bearing  i)ower 
of  the  soil,   otlierwise  unequal   settlements  and  cracks  will 
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result.  As  in  any  wall  or  pier  the  stones  at  the  bottom  have 
manifestly  more  weight  to  sustain  than  those  above,  there  is 
a  logical  satisfaction  and  often  a  real  necessity  for  making  a 
wall  thicker  at  the  bottom  than  at  the  top,  either  by  occasional 
increases  or  by  a  constant  slope.  Ordinarily  the  margin  of 
safety  allowed  is  so  great  that  the  mere  weight  of  the  material 
itself,  except  in  very  high  walls,  does  not  actually  necessitate 
a  slope,  and  other  considerations,  practical  or  artistic,  may 
render  it  undesirable.  Thus  it  is  more  usual  to  find  vertical 
surfaces  with  increases  of  thickness  only  where  concentrated 
weights,  such  as  those  of  floors,  must  be  upheld.  Another 
occasion  for  increasing  the  thickness  occurs  when  a  material 
of  greater  compressive  strength  rests  upon  a  weaker  material, 
as  when  a  story  of  cut  stone  rests  on  a  basement  of  rubble  or 
a  foundation  wall  upon  ordinary  soil.  These  conditions  are 
frequently  responsible  for  the  existence  and  the  forms  of 
horizontal  moldings — string  courses  or  belt  courses  as  they 
are  called — at  the  level  of  floors  or  at  the  junction  of  different 
materials  and  at  the  base. 

Instead  of  a  continuous  wall  there  may  be  a  series  of  isolated 
supports — circular  columns  or  piers  of  other  forms.  With 
colimms  even  more  than  'with  walls  it  is  usual  to  find  an 
increase  of  diameter  toward  the  ba.se  or  a  "diminution"  toward 
the  top.  Here,  also,  it  is  common  to  find  transitional  mem- 
bers, the  capital  supporting  the  load  above,  the  base  spread- 
ing the  weight  on  the  substructure. 

Where  openings  are  to  be  spanned,  either  in  a  wall  or  be- 
tween isolated  supports,  new  problems  arise.  In  a  beam  or 
lintel  supported  only  at  its  ends  the  action  of  gravity  pro- 
duces not  only  the  usual  crushing  tendency  upon  those  por- 
tions which  bear  on  its  supports,  and  which  must  be  made 
large  enough  to  resist  this,  but  also  produces  a  tendency  to 
shear  the  beam  across  just  at  the  point  where  the  support  ceases 
and  a  tendency  to  bend  and  finally  to  break  it  in  mid-span. 
Against  both  these  tendencies,  stone,  with  its  cr\^stalline  or 
granular  structure,  offers  a  resistance  ver>^  feeble  relatively 
to  its  weight.  The  tendency  to  break  increases  much  more 
rapidly  than  the  distance  spanned,  and  the  difficulty  and  cost 
of  getting  larger  blocks  likewise  increases  beyond  all  pro- 
portion.    Thus  stone  lintels  can  be  used  but  rarely  for  span- 
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nin^  inten\ils  of  more  than  ten  feet,  and  a  clear  span  of 
twenty-four  feet  is  the  extreme  instance.  The  lightness  and 
fibrous  nature  of  wood,  on  the  contrar3^  make  it  w^ell  fitted  to 
s])an  long  distances,  jjrovided  the  weight  above  be  not  too 
great.  Iron  and  steel  have  in  modem  times  made  possible 
beams  of  immensely  greater  strength  and  span  at  relatively 
small  cost. 

When  mason r\^  is  to  be  used  to  bridge  wide  openings,  or  in 
any  case  when  only  small  stones  or  brick  are  at  command,  some 
form  of  arch  must  be  employed,  and  a  new  element  of  dis- 
integration, horizontal  thrust,  appears.  A  rudimentary 
form  of  arch  is  the  corbeled  arch,  built  up  in  horizontal 
courses,  each  j)rojecting  somewhat  in  front  of  the  course 
below,  finally  meeting  over  the  center  of  the  o])ening.  The 
true  arch  differs  from  this  in  having  radiating  joints,  being 
com])osed,  in  princii)lc,  of  wedge-sha]jed  blocks  called  vous- 
soirs.  It  may  be  semicircular,  ellii^tical,  or  pointed — of  tall 
or  squat  pro])ortions.  The  weight  of  the  crown  of  the  arch 
tends  to  push  the  two  sides  ai)art  with  a  force  which  is  rela- 
tively greater  in  broad,  low  arches  than  in  tall,  narrow  ones. 
The  sides  require  to  be  abutted  by  masses  of  earth  or  masonry, 
to  be  brought  into  cquilibritun  by  the  counter  thrust  of  other 
arches,  or,  failing  these  methods,  to  be  connected  by  a  tie- 
rod.  In  a  continuous  arcade,  or  series  of  arches  resting  on 
piers  or  columns,  the  thrusts  neutralize  each  other  and  pro- 
duce merely  vertical  j^ressure  on  all  the  intermediate  supports. 
A  massive  abutment  is  thus  needed  only  at  the  ends,  and  the 
intervening  piers  may  be  inore  slender. 

Covering  the  s])aces  inch^sed  by  the  wnlls  are  the  roofs, 
which  take  on  a  multitude  of  fonns  influenced  by  the  climate, 
tlie  materials,  and  the  shapes  below.  Only  in  a  rainless 
climate  can  roofs  be  ])e!i'ectly  fiat  and  joints  ])enetrate  them 
without  any  overlai)])ing  ])rotection.  Under  all  other  con- 
ditions there  must  be  a  sloi)e  of  greater  or  less  degree  to 
carry  oil  the  water  from  rain  or  melting  snow\  If  there  is  a 
continuous  impervious  covering  like  clay,  tar,  or  soldered 
metal,  the  sl()])e  may  be  almost  impercc]3tible,  and  the  roof 
may  still  fonn  a  terrace,  reasonably  flat.  If  the  covering 
material  is  of  small,  overla])i)ing  ])ieces  like  shingles,  slate, 
or  tiles,  the  roof,  to  insure  the  shedding  of  water,  must  have  a 
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pronounced  inclination.  Where  there  is  a  deep  fall  of  snow 
it  is  necessar}^  either  to  make  the  roofs  strong  enough  to  sup- 
port a  great  weight  or  steep  enough  to  throw  off  the  snow 
before  it  accumulates  dangerously.  To  assume  merely  that 
southern  climates  demand  flatter  roofs  and  northern  ones 
steeper  roofs  is  obviously  too  inaccurate  a  generalization. 
The  climate,  in  most  cases,  is  a  less  important  factor  than  the 
covering  material.  The  form  of  the  roof  may  also  be  in- 
fluenced by  the  shape  of  the  areas  to  be  covered  or,  con- 
versely, the  form  of  roof  once  adopted  may  govern  the  ar- 
rangement of  the  plan.  A  pitched  or  sloping  roof  requires 
relatively  narrow  and  uniform  buildings  if  the  ridge  is  not  to 
rise  wastefuUy  high  and  the  form  is  not  to  become  over- 
complex.  A  terraced  roof  permits  the  masses  of  building  to 
be  of  any  sha])e  and  size.  In  either  case  there  are  practical 
as  well  as  artistic  reasons  for  a  s])ecial  treatment  where  roof 
and  wall  meet  With  a  terraced  roof  there  is  need  of  a 
parapet,  breast-high;  with  a  sloping  roof  there  is  need  of  a 
projecting  cornice,  to  support  a  gutter  or  to  keep  the  drip 
from  the  eaves  clear  of  the  walls. 

The  support  of  the  roof  and  its  form  on  the  interior  raise 
further  questions.  If  the  width  is  small,  beams  may  span 
directly  from  wall  to  wall,  or  two  sets  of  inclined  rafters, 
resting  on  the  walls,  may  meet  at  the  ridge.  With  greater 
widths  there  must  either  be  intermediate  supports,  or  trusses 
of  wood  or  metal  members  so  framed  and  braced  as  to  be  self- 
supporting  over  a  wide  vSpan;  or  else,  instead  of  either,  there 
must  he  vaults  of  arched  masoiir\^  Vaults  ha\'e  the  advantage 
of  resisting  fire,  but  they  have  horizontal  thrusts  which  re- 
quire suitable  abutment.  Vaults  of  continuous  hemis])herical 
or  semi-cylindrical  fonn — domes  or  barrel  vaults — necessitate 
a  continuous  abutment  by  thick  walls.  Vaults  composed  of 
intersecting  surfaces  or  resting  on  arches,  however,  may 
have  their  thrusts  concentrated  at  a  few  points,  where  they 
may  be  met  by  walls  or  projecting  buttresses  which  are  more 
efficiently  disposed.  Sometimes  there  is  but  a  single  covering 
to  the  building:  a  roof  construction  of  beams  and  tnisses 
appears  on  the  interior,  or  vaults  show  their  fonns  directly 
on  the  exterior.  More  often,  however,  greater  freedom  is 
desired  to  adapt  exterior  and  interior  coverings  to  their  dif- 
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fercnt  functions.  Thus  ceilings  may  be  introduced  below  the 
roof  beams,  or  independent  roofs  constructed  above  the 
vaults. 

Along  with  the  desire  for  strength  and  practical  usefulness 
goes  often  a  conscious  striving  for  artistic  effect.  Even  in  the 
most  utilitarian  buildings,  indeed,  there  must  always  be  a 
certain  measure  of  choice  in  the  selection  of  materials  or  of 
forms.  Thus  there  is  inevitably  some  expression  of  prefer- 
ences which  are,  consciously  or  unconsciously,  artistic.  It 
is  the  simi  of  such  expressions,  partly  of  conscious  preference, 
partly  of  traditional  usage,  i)artly  of  natural  conditions  and 
practical  necessity,  which  constitutes  the  artistic  character  of  a 
structure. 

The  artistic  ideas  which  may  be  thus  ex])ressed  are  of  many 
different  sorts.  The  ada])tation  of  the  building  to  its  practical 
functions,  the  ])uri)ose  and  relationships  of  its  various  jjarts, 
may  be  made  clear.  The  specific  character — religious,  civic, 
military,  commemorative — ^may  be  emphasized.  The  nature 
of  the  environment  may  be  mirrored  in  picturesqueness  or 
formality  of  design.  The  size  or  *' scale"  of  the  building  may 
be  unmistakably  declared  through  features  the  size  of  which 
bears  a  necessar\'  relation  to  the  materials  used  or  to  the 
huinan  figure.  The  treatment  of  the  materials  themselves 
may  be  such  as  to  bring  out  all  their  characteristic  possibilities 
of  color,  texture,  or  veining.  The  principles  of  the  structural 
system  may  be  revealed  and  the  raison  d'etre  of  every  detail 
made  evident.  Finally  there  are  the  ideas  of  pure  form, 
expressed  in  the  mere  sizes,  shapes,  colors,  and  light  and 
shade.  This  domain  of  pure  fonn  is  the  one  which  archi- 
tecture shares  with  painting  and  sculpture.  In  architecture, 
however,  the  fonns  are  not  representative,  but  abstract  and 
geometrical,  and  there  is,  besides,  one  possibility  which  none 
of  the  other  arts  possesses.  It  is  that  of  creating  forms  of 
interior  space,  within  which  the  observer  stands.  In  all  these 
architectural  expressions  and  in  tlieir  mutual  relationships 
there  may  be  a  greater  or  a  less  degree  of  consistency,  har- 
mony, and  interest.  Certain  expressions  are  even  incom- 
patible with  others,  and  each  fusion  of  expressions  in  a  single 
building  involves  the  sacrifice  of  many  others,  and  is  a  unique 
creation. 
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At  a  j^iven  period  or  in  a  given  rej^ion,  however,  many  of 
the  elements  remain  constant.  The  use  of  certain  materials 
or  constructive  systems  may  be  imposed  by  the  geologic 
formation,  by  climatic  conditions,  or  by  the  isolation  of  the 
inhabitants.  Even  if  there  are  few  restrictions  of  this  sort, 
there  will  be  the  force  of  custom,  peqjetuating  a  thousand 
peculiarities  and  methods  of  varied  origin.  Often  there  will 
be  also  the  influence  of  older  and  of  neighboring  civilizations, 
steadily  exercised  in  definite  directions.  Thus  it  comes  about 
that,  in  the  expression  of  their  artistic  instincts,  the  men  of 
one  time  and  one  place  have  a  common  vocabulary  of  forms 
and  tend  to  speak  a  common  architectural  language,  in  the 
same  way  that  they  tend  to  employ  a  common  spoken  lan- 
guage. It  is  these  architectural  languages,  varying  in  every 
country  and  j^rovince  and  in  every  generation,  which  we  mean 
when  we  speak  of  the  historic  styles  of  architecture. 
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CHAPTER   II 
PREHISTORIC  ARCHITECTURE 

From  the  origins  of  mankind  in  the  mists  of  the  preglacial 
period  down  to  the  beginnings  of  recorded  histor>'  there  was 
a  gradual  development  lasting  over  great  periods  of  time. 
The  steps  in  the  development  were  much  the  same  among  dif- 
ferent peoples,  although  their  degrees  of  advancement  at  a 
given  time  varied  greatly.  Men  passed  through  successive 
ages  in  which  stone,  bronze,  and  iron  were  used  for  tools  and 
weapons,  and  in  w^hich  corresponding  advances  were  made 
in  other  branches  of  culture.  The  Eg>'ptians  and  the  peoples 
of  Mesopotamia  had  already  completed  this  development 
while  the  inhabitants  of  central  Europe  were  still  in  the  stone 
age,  and  Europeans  in  their  turn  have  found  the  American 
Indians  and  other  peoples  still  ignorant  of  bronze  and  iron. 
It  is  thus  in  central  Europe  that  we  are  best  able  to  trace  the 
changes  which,  in  more  favored  regions,  took  place  at  a  much 
earlier  time,  and  which  in  less  favored  regions  are  still  in- 
complete. 

The  stone  age.  During  the  earlier  stone  age,  the  paleo- 
lithic period,  when  instruments  were  still  crudely  chipped, 
men  lived  by  hunting  and  fishing.  They  dwelt  in  caves  or 
dugouts,  or  in  tents  of  poles  and  hides.  In  the  later  stone 
age,  or  neolithic  period,  when  they  had  learned  to  polish 
stone  implements,  to  raise  cattle,  and  till  the  soil,  new  methods 
of  housing  were  added.  Huts  were  built  of  poles  and  reeds 
plastered  with  clay,  wnth  thatched  roofs.  Sometimes  the 
floors  of  these  were  raised  above  the  ground  on  piles,  for 
protection  against  hostile  attack,  as  well  as  against  animals 
and  vermin.  Sometimes  the  huts  were  even  built  on  piles 
over  the  water.  In  the  vSw^iss  and  Italian  lakes  there  were 
whole  \nllages  of  these  pile  dwellings,  the  remains  of  which 
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show  the  rudimentary  beginnings  of  carpentry.  The  dwell- 
ings were  already  surpassed  in  importance  at  this  time,  how- 
e\'er,  by  sepulchers  of  the  dead  and  religious  monuments. 
These  were  of  stone,  usually  not  composed  of  many  small 
pieces,  but  "megalithic" — of  enormous  blocks  which  singly 
sufficed  for  a  wall  or  roof.  Tomb  chambers  were  made  of  a 
pair  of  such  blocks  with  a  covering  slab — constituting  what 


are  called  dolmens.  Sometimes  these  were  buried  beneath 
a  mound  of  earth,  or  were  preceded  by  a  co^'ered  corridor. 
Other  monuments,  which  may  well  have  had  a  religious 
significance,  are  the  menhirs,  or  single  standing  pillars,  and 
the  cromlechs,  or  circles  of  stones.  A  menhir  in  Brittany  had 
the  extreme  height  of  seventy  feet.  The  most  famous  of  the 
cromlechs  is  at  Stonehengc  near  Salisbury  in  England  (Fig.  i). 
It  had  two  concentric  circles  of  tall  standing  stones,  with 
lintels  resting  on  them,  minor  circles  of  smaller  stones  just 
inside  of  each,  and  a  great  "aitar  stone"  within. 

The  ages  of  bronze  and  iron.  With  the  discovery  of  the  art 
of  working  metals  began  the  bronze  age,  which  made  ])ossible 
more  advanced  works  of  carjientry  and  masonry.     This  oc- 
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curred  in  central  Euroi)e  about  2000  b.c.  Following  villages 
of  improved  j^ile  dwellings  on  land,  such  as  the  terraniare 
of  Italy  with  their  walls  and  moats,  came  huts  once  more 
resting  on  the  ground.  These  were  at  first  circular  or  oval, 
but  they  gradually  assumed  a  rectangular  shape.  The 
conical  or  domical  roofs  of  the  earliest  huts  were  later  re- 
placed, in  northern  climates,  by  a  pitch  roof  with  a  longi- 
tudinal ridge.  The  introduction  of  iron,  which  took  place 
in  central  Euroi)e  about  the  seventh  centur>^  B.C.,  made  but 
little  change  in  the  manner  of  building.  Architecture  there 
remained  essentially  primitive  until  it  was  influenced  by  off- 
shoots of  the  highly  develo])ed  styles  which  grcw^  up  about  the 
eastern  Mediterranean.  To  study  their  rise  wdll  be  the 
object  of  the  following  cha])ter. 
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CHAPTER   III 
PRECLASSICAL  ARCHITECTURE 

EGYPT 

The  first  notable  development  of  architecture  was  reached 
in  the  fertile  valley  of  the  Nile.  At  the  beginning  of  the 
third  millennium  before  Christ,  when  the  earliest  of  the  great 
Egyptian  royal  tombs  were  building  under  a  strong  central- 
ized rule,  the  valley  of  the  Tigris  and  the  Euphrates  seems 
not  yet  to  have  possessed  any  monuments  comparable  to 
them  in  workmanship  or  magnitude.  The  Great  Pyramid, 
built  by  Khufu  as  his  own  burial-place  in  the  years  following 
2800  B.C.,  is  not  only  the  most  considerable  of  all  architectural 
works  in  bulk,  but  one  of  the  most  perfect  in  execution. 
Although  over  seven  hundred  and  fifty  feet  on  a  side,  it  was 
laid  out  with  such  accuracy  that  Petrie  reports  its  diver- 
gencies from  exactness  in  equality  of  sides,  in  squareness,  and 
in  level,  no  greater  than  his  own  probable  error  in  measuring 
it  with  the  most  modem  sur\''eying  instruments. 

General  characteristics.  The  course  of  excavations  has  re- 
vealed a  variety  in  Egyptian  art,  during  its  three  thousand 
years  of  active  life,  quite  different  from  the  uniformity  which 
was  at  first  supposed  to  exist,  yet  it  is  possible  to  summarize 
certain  enduring  characteristics  of  its  architecture.  This 
was  largely  conditioned  by  religious  beliefs,  which  demanded 
the  utmost  grandeur  and  permanence  for  tombs  and  temples, 
the  residences  of  the  dead  and  of  the  gods,  in  contrast  with  the 
light  and  relatively  temporar\^  houses  which  sufficed  for  even 
the  greatest  of  the  living.  vSuch  permanence  was  sought  by 
the  almost  exclusive  employment  of  fine  stone,  which  the 
cliffs  of  the  Nile  Valley  furnished  in  abundance,  and  by  the 
adoption,  as  the  dominant  constructive  types,  of  the  simple 
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mass,  and  of  the  column  and  the  lintel.  The  arch,  occasion- 
ally used  from  the  earliest  times,  was  confined  to  substructures 
where  it  had  ample  abutment  and  was  little  in  view.  The 
architectural  members,  moreover,  were '  generally  of  great 
size  and  massiveness,  although  sometimes  of  extreme  refine- 
ment and  in  certain  cases  even  of  delicacy.  Traditional  ele- 
ments of  composition  in  plan  recurred  in  many  types  of 
buildings.  These  were  the  open  court,  often  surrounded  by  a 
continuous  interior  colonnade  or  peristyle,  and  the  rectangular 
room  opening  on  its  broader  front,  with  its  ceiling  supported 
by  colimms.  With  the  flat  roofs  which  the  rainless  climate 
permitted,  rooms  could  be  juxtaposed  without  any  other 
restraint  than  the  necessity  of  light.  Partly  as  a  consequence 
of  religious  beliefs,  partly  doubtless  from  natural  preference, 
the  architectural  members  were  usually  covered  with  sculpture 
in  relief,  everywhere  blazing  with  harmonious  color.  Archi- 
tecture formed  an  equal  union  with  sculpture  and  painting. 
The  rich  flora  of  the  Nile,  especially  the  lotus  and  the  papyrus, 
furnished  the  princi])al  motives  of  ornament,  and  even  sug- 
gested the  form  of  structural  members. 

Development.  The  architecture  of  Eg>^pt,  from  its  earliest 
traces  to  the  Christian  era,  shows  a  continuity  of  character 
never  destroyed  and  scarcely  interrupted  by  any  foreign  in- 
fluence. The  early  Semitic  invasion  from  Asia  by  which  the 
structure  of  the  Egyptian  language  is  explained  must  have 
taken  place  long  before  our  remotest  knowledge.  The  varied 
develo])ment  of  Egyi)tian  art  was  essentially  a  native  one, 
resulting  from  the  interaction  and  successive  supremacy  of  a 
number  of  local  schools,  raised  to  prominence  by  the  political 
importance  of  their  centers. 

Thinitc  period.  The  earliest  of  these  schools  to  attain  a 
general  predominence  was  that  of  This,  a  city  about  two- 
thirds  of  the  way  from  the  Delta  to  the  First  Cataract.  This 
l>ecame  the  capital  of  Menes,  who  first  succeeded  in  bringing 
under  one  rule  the  earlier  kingdoms  of  the  north  and  the 
south  about  3400  h.(\  His  successors  of  the  First  and 
Second  Dynasties,  so-called,  lived  here  for  })erhaps  four 
hundred  years.  The  slight  remains  of  architecture  preserved 
from  this  period  indicate  a  primitive  condition.  Sun-dried 
brick  was  the  principal  material,  although  stone  masonr)'  and 
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even  the  arch  were  soon  introduced.  The  rudimentary  forms 
of  the  tomb  and  of  the  temple  display  a  similarity  to  the  form 
of  the  house  which  persists  fundamentally  even  in  later  times 
and  indicates  a  common  derivation  from  the  simple  dwellings 
of  the  people. 

Memphite  period,  or  "  Old  Kingdom.'*  With  the  transference 
of  the  seat  of  government  to  Memphis,  a  little  south  of  modem 
Cairo,  began  the  first  of  the  great  flowerings  of  Egyptian  art. 
Under  the  kings  of  the  Third  D>Tiasty  the  royal  tombs  grad- 
ually took  the  form  of  pyramids,  and  with  the  first  king  of  the 
Fourth  Dynasty,  Khufu,  came  the  culmination  of  Memphite 
architecture  in  the  Great  Pyramid  at  Gizeh  (Fig.  2).  The 
buildings  of  this  king  and  his  immediate  successors  of  the 
**01d  Kingdom"  set  a  standard  of  size  and  workmanship 
never  afterward  equaled.  The  architectural  forms,  though 
simple,  were  of  the  greatest  refinement.  The  colonnade  was 
employed  in  the  courts  and  the  halls  of  temples,  and  the 
characteristic  and  beautiful  *' papyrus"  or  *' lotus  bud"  column 
first  made  its  appearance.  After  a  gradual  decline  Memphis 
lost  its  importance  with  the  close  of  the  Sixth  Dynasty.  A 
period  of  relative  barrenness  ensued,  from  which  emerged 
about  2160  B.C.  the  powerful  monarchs  of  the  eleventh  and 
later  dynasties  whose  reigns  constitute  the  "Middle  King- 
dom." Their  seat  was  Thebes,  again  in  Upper  Egypt,  a  little 
south  of  This. 

Theban  period:  ^'Middle  Kingdom''  and  ''Empire^  With 
them  began  the  long  supremacy  of  Theban  art,  which  domi- 
nated the  development  of  Egyptian  architecture,  directly  or 
indirectly,  to  the  end  of  its  history  under  the  Romans.  The 
invasion  of  the  Asiatic  "Hyksos"  who  overran  the  country 
caused  an  interim  from  about  1675  to  1575,  but  the  empire 
which  followed  picked  up  the  thread  almost  at  the  point 
where  the  Middle  Kingdom  had  dropped  it.  Though  the 
buildings  previous  to  the  invasion  have  been  mostly  swept 
away  by  subsequent  rulers,  they  apparently  furnished  the 
prototypes  of  the  temple  and  other  buildings  in  their  later 
form.  On  the  expulsion  of  the  invaders  followed  the  age  of 
greatest  splendor,  under  the  monarchs  of  the  Eighteenth  and 
Nineteenth  Dynasties,  whose  monuments,  reaching  from  the 
Fourth  Cataract  to  the  Euphrates,  furnish  the  usual  idea  of 
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Egyptian  architecture.  In  the  three  hundred  and  fifty  years 
following  1500  B.C.  were  built  the  great  temples  of  Der-el- 
Bahri,  of  Abu  Simbel,  and  of  Medinet  Habu,  the  delicate 
shrines  of  Elephantine,  the  superb  halls  and  courts  of  Kamak 
and  Luxor,  the  tombs  of  the  valleys  behind  Thebes — half, 
perhaps,  of  all  that  has  been  saved  of  Egyptian  architecture. 
Columnar  architecture  was  magnified  to  a  scale  seldom  equaled. 
Columns  sixty  to  seventy  feet  high  in  a  few  instances,  with 
lintels  of  a  clear  span  of  twenty-four  feet,  were  among  the 
structural  triumphs  of  this  relatively  brief  period  of  world 
empire  and  artistic  magnificence.  At  its  close  the  artistic 
impulse  had  spent  itself.  The  buildings  of  Ramses  III., 
last  of  the  great  imperial  Pharaohs,  already  show  heaviness  of 
design  and  carelessness  of  execution.  Under  the  kaleidoscopic 
usurping  d>Tiasties  that  shortly  followed — Tanite,  Libyan,  and 
Nubian — only  an  isolated  monarch  now  and  then  had  power 
to  attempt  a  revival  of  the  splendors  of  the  imperial  ar- 
chitecture. 

Saite  period.  In  the  midst  of  political  decadence,  however, 
a  new  artistic  fermentation  w-as  beginning.  After  the  ex- 
pulsion of  Assyrian  conquerors,  about  660  h.c,  under  the  rulers 
of  Sais  in  the  Delta,  art  sprang  again  into  vigorous  activity 
such  as  it  had  not  known  for  five  hundred  years.  Although 
the  policy  of  these  astute  monarchs  was  cver>'where  to  restore 
the  Theban  culture,  even  to  revert  to  the  stvle  of  the  Old 
Kingdom,  the  originality  of  their  artists  was  not  to  be  denied, 
and  new  and  beautiful  modifications  resulted.  Persian 
domination  follow^ed,  and  the  architecture  of  the  i)eriod  suf- 
fered almost  complete  destruction;  but  w'e  can  trace  its 
innovations  in  the  elalx)rate  and  diverse  coltmins  of  the  tem- 
ples built  by  the  Ptolemies  and  the  Romans. 

Ptolemaic  and  Roman  periods.  It  was  the  character  im- 
pressed upon  it  by  the  Saite  builders  that  Eg\'ptian  architect- 
ure retained  till  it  finally  succumbed  before  the  advent  of 
Christianity.  Greeks  and  Romans  alike  brought  their  own 
national  forms,  but  thcvse  were  unable  to  effect  any  sub- 
stantial change  outvside  of  the  cities  of  the  Delta.  The  native 
architecture  was  adopted  by  the  conquerors  themsch'cs,  at 
least  for  the  temples  of  the  traditional  religion.  Under  the 
prestige   of   Alexandria,    Egyptian    dispositions,    clothed    in 
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Greek  detail,  spread  beyond  the  boundaries  of  Eg>^pt.  The 
peristylar  court  and  hall,  the  clerestory,  and  other  charac- 
teristic elements,  became  henceforth  international. 

The  tombs.  Throughout  this  long  history  the  most  im- 
portant momunents  were  the  tombs  and  the  temples.  Eg>'ptian 
religious  beliefs  demanded  shelter  and  sustenance  for  the 
dead  as  well  as  for  the  living.  Hence,  in  the  tomb,  elaborate 
precautions  were  taken  for  the  x^reservation  of  the  body,  and 
for  the  nourivshing  of  the  *'ka,'*  or  vital  force,  now  dissociated 
from  it.  The  forms  of  the  tomb  varied  in  different  districts, 
though  they  tended  in  ever>'  period  to  take  the  form  custom- 
ary in  the  region  which  was  dominant  politically.  In  Lower 
Egypt  the  preference  w^as  for  masonry  structures  erected  on 
the  plain;  in  Upper  Eg>'pt,  for  chambers  and  passages 
excavated  in  the  rock  of  the  valley  walls.  The  masonry 
tombs  were  alike  in  presenting  on  the  exterior  a  simple  mass 
rectangular  in  plan  and  almost  unbroken  by  openings;  they 
differed  in  geometrical  form  and  in  interior  arrangement. 

Masiabas.  The  form  of  most  frequent  occurrence  in  the 
Old  Kingdom  w^as  the  one  cTn])loyed  for  the  Memphite  nobles, 
the  so-called  **mastaba."  It  was  a  low,  flat-topped  mass, 
varying  in  size  with  the  importance  of  the  occupant,  and  hav- 
ing its  faces  sloped  back  at  an  angle  of  about  seventy-five 
degrees.  The  solid  bulk  of  the  mastaba  contained  at  first 
merely  the  filled-up  shaft  to  the  tomb  chamber  below,  and  a 
small  chapel  for  offerings.  Later  the  upper  chambers  w^ere 
multiplied  for  ceremonial  and  for  the  storage  of  provisions 
and  household  utensils. 

Pyramids.  From  the  beginning  of  the  Memphite  dynasties 
the  kings  adopted  distinctive  forms  which  approached  the 
pyramid.  The  first  king  of  the  Third  Dynasty,  Zoser,  built 
his  tomb  at  Sakkara  in  seven  great  receding  ste])s;  its  last 
king,  Snefru,  erected  one  at  Medum  in  three  steps,  another 
at  Dahshur  in  true  pyramidal  shape,  fixing  the  type  for  the 
rest  of  the  period.  The  most  striking  group  of  the  pyramid? 
is  that  of  the  Fourth-Dynasty  necropolis  at  Gizeh.  Here 
stands  the  familiar  group  of  three  built  by  Khufu,  Khafre, 
and  Menkure — the  Cheops,  Che])hren,  and  Mycerinus  of 
classical  writers.  Around  them  are  the  smaller  pyramids  of 
royalty  and  serried  lines  of  mastabas  built  by  the  nobles.     In 
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the  pyramids,  as  in  the  mastabas,  the  interior  arrangements 
differ.  They  are  alike  in  having  the  tomb  chamber  elabo- 
rately safeguarded  by  granite  portcullises  and  misleading  pas- 
sages. These,  however,  uniformly  failed  to  protect  the  bodies 
against  despoilers,  often  only  a  few  generations  later.  The 
pyramids  were  preceded  bymassive  chapels  for  services  and 
offerings  and  approached  by  causeways  of  stone  leading  up 


from  the  river.  By  size  and  by  the  very  simplicity  of  their 
form  these  greatest  of  Egyptian  monuments  make  an  un- 
rivaled impression  of  grandeur  and  power. 

Rock-cut  tombs.  Under  the  Theban  monarchs  of  the 
Middle  Kingdom  the  existing  local  types  of  Middle  and 
Upper  Eg>-pt  were  devclo]>ed^the  pyramid-mastaba,  a  mas- 
taba  with  a  small  pyramid  on  top;  and  the  tomb  cut  in  the 
western  cliffs  (Fig.  3).  Under  the  Em]»ire  this  last  type, 
adopted  by  the  kings,  beciimc  by  far  the  most  employed. 
Every  wealthy  Theban  family  had  its  concealed  vault,  pre- 
ceded by  a  small  rock-cut  chapel.  To  protect  their  bodies. 
the  Pharaohs  carried  passages,  gradiially  descending  and 
interrupted  by  small  ch:imbers.  for  hundreds  of  feet  into  the 
cliffs.  Their  funerary  chajiels,  however,  became  separated 
from  the  tombs  themselves.  They  were  erected  on  the  plain 
before  the  cliffs  fronting  the  river,  and  in  time  became  com- 
parable to  the  temples  of  the  gods  on  the  opposite  bank. 
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The  first  of  such  chapels,  built  by  Queen  Hatshc])sut  in  the 
years  from  1500  to  1480,  is  one  of  the  most  original  and  most 
refined  of  all  Eto'ptian  monuments  (Fig.  4).  It  lies  in  the 
valley  known  as  Der-el-Bahri,  and  rises  in  three  great  colon- 
naded terraees  to  the  sanctuaries  cut  in  the  rock.  The 
architectural   forms  are  of   the  simjil est— square  or  sixteeii- 


sitled  columns  in  long  ranks — but  the  proportions  are  so  just. 
tJie  effect  so  pure,  as  lo  suggest  Greece  in  the  days  of  Pericles. 
The  Icmplcs.  In  the  fonn  finally  reached  under  the  Rames- 
sid  Pharaohs  of  the  Nineteenth  and  Twentieth  Dynasties, 
the  mortuary-  temples  close-Iy  resemblwl  the  temi)les  of  the 
gods,  likewi.se  the  product  of  a  long  evokilion.  The  gods, 
like  the  dead,  required  shelter  and  food.  They  were  housed 
with  .solidity  and  splendor,  and  ser\-ed  by  the  provision  of 
meat  and  drink  and  diversion,  all  presented  with  increasing 
ceremonial.  As  it  was  the  Pharaoh  who  provided  the  revenue 
for  all  tiiis,  so  it  was  he  who  in  theory  made  the  presentation. 
It  was  made,  in  fact,  by  the  priests,  his  representatives,  the 
pei)ple  particijiating  only  when,  on    feast-days,  the  offering 
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was  distributed  in  the  temple  court  after  being  presented  to 
the  god.  Tliough  many  of  the  elements  of  the  temple  seem 
to  have  been  in  use  from  the  time  of  the  Old  Kingdom,  and, 
already  in  the  Middle  Kingdom  to  have  assumed  somewhat 
their  final  relations,  it  is  only  the  temples  of  the  Empire  and 
later  times  that  are  sufficiently  preserved  to  give  a  visual  idea 
of  the  whole. 

Imperial  temples.  At  the  great  national  center  of  Ainon- 
worship  at  Kamak  in  Thebes  {Fig.  j)  there  are  many  temples, 
the  product  of  long  growth.     Several  of  the  relatively  smaller 


ones  well  dis])l;iy  the  similarities,  as  also  the  minor  diver- 
sities, found  in  the  temples  of  the  Theban  ])erio(i.  Ivieh  con- 
sists essentially  of  a  small  sanetitary  at  the  back,  fliinked  by 
cells  for  the  minor  divinities  of  the  religious  triad,  b\-  ciiapels 
and  store  chamljers.  and  jireceded  by  a  ci>lonna<ieil  hiill,  the 
so-called  "hyjKistyle  hall"  (Fij;.  6)  which  turned  its  broad 
side  to  a  square  court  surrounded  by  olumns.  The  fa(.ade 
was  comiiosed  of  a  great  diHinvay  iK^twccn  two  tail  quad- 
rangular towers,  their  faces  sloping  back  from  the  iicqiendic- 
ular,    together   constituting   a   "pylon,"     Before   Uie   pvlon 
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stcx)d  obelisks,  colossal  statues  of  the  king  or  the  divinity, 
and  wooden  masts  carrying  long  streamers;  before  these, 
again,  were  often  long  avenues  of  approach,  lined  with  sculp- 
tured rams  or  sphinxes.  As  one  passed  inward  from  the  sun- 
lit court,  through  halls  successively  smaller  and  lower,  the 
light  diminished  till  the  sanctuary  was  in  almost  total  dark- 
ness, admirably  calculated  to  heighten  the  effect  of  religious 
mystery  and  awe. 

Special  types.  At  the  most  important  temples,  such  as  those 
of  Amon  at  Kamak  and  Luxor,  successive  monarchs  vied  in 
multiplying  the  elements.  They  built  new  and  larger  hypostyle 
halls  and  courts  in  front  of  the  earlier  pylons,  until  in  the 
great  temple  at  Kamak,  under  the  Ptolemies,  a  seventh 
pylon  was  under  construction.  In  a  similar  way  at  Phite, 
their  favorite  shrine,  the  Ptolemies  and  the  Roman  monarchs 
built  many  courts,  pavilions,  and  the  accessory  buildings  de- 
manded by  the  late  religious  cults.  Here  the  irregularity  of 
the  island  site  forced  departures  from  the  usual  formality, 
but,  as  elsewhere  in  Egypt  in  such  cases,  ingenious  adaptation 
produced  a  composition  of  the  greatest  charm.  An  effect 
still  further  removed  from  the  heaviness  and  solemnity  usually 
associated  with  Egyptian  architecture  is  found  in  the  smallest 
temples.  One  of  these,  built  by  Amenhotep  HI.  at  Elephan- 
tine, now  destroyed,  is  especially  famous  for  beauty  of  pro- 
portion and  dignified  grace. 

Dwellings.  The  Theban  palace  is  still  too  little  kno\vn  for 
safe  generalization.  The  Pharaohs  seem  to  have  preferred 
not  to  live  in  dwellings  previously  occupied,  and  the  practice 
of  abandoning  old  palaces  for  new  ones,  hastily  improvised, 
led  to  the  emplo>Tnent  of  a  construction  which  has  left  but 
few  remains.  The  villa  of  Amenhotep  HI.  at  Thel^es  has  a 
rectangular  outer  wall  inclosing  a  labyrinth  of  small  courts, 
columned  rooms,  and  dark  cells,  all  built  of  sun-dried  brick, 
plastered  and  richly  painted.  Wall  paintings  elsewhere  show 
the  houses  of  the  wealthy,  surrounded  by  shaded  gardens. 
The  quarters  of  the  poorer  classes  were  closely  built  in  blocks, 
often  on  a  regular  plan.  Their  houses,  reduced  to  lowest 
terms,  comprised  a  small,  square  court,  along  the  back  of 
which  lay  a  rectangular  room  with  the  entrance  on  its  broad 
side. 
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The  column:  origins.  Interest  in  the  details  of  Egyptian 
architecture  centers  in  the  development  of  the  column,  which 
the  Egyptians  were  the  first  to  employ,  and  which  they 
treated  with  great  mechanical  skill  and  artistic  taste.  In  the 
Fourth  Dynasty  we  find  square  monolithic  piers,  without 
division  or  ornament  of  any  kind — the  system  of  support  and 
lintel  at  its  lowest  terms.  The  so-called  Temple  of  the 
vSphinx,  a  waiting-hall  at  the  foot  of  the  causeway  leading  to 
the  pyramid  of  Khafre,  thus  constructed,  is  effective  by  its 
proportions  and  by  the  perfection  of  its  workmanship.  By 
the  Fifth  Dynasty  we  find  the  first  circular  columns,  of 
types  common  throughout  later  Egyptian  architecture. 
The  motives  of  their  designs  were  taken  from  the  palm  and 
from  the  papyrus  or  the  lotus,  palm  leaves  being  carx'ed  up- 
right about  the  top  of  the  shaft,  bending  gracefully  under  the 
weight  of  the  abacus,  or  the  shaft  itself  being  made  in  the 
forni  of  several  lotus  or  papyrus  stems  bound  together,  the 
buds  swelling  at  the  top  to  form  the  capital. 

Later  forms.  Under  the  Middle  Kingdom  the  most  popu- 
lar form  was  a  column  abstractly  geometrical — polygonal  in 
[)lan,  or  with  concave  vertical  flutings.  In  cither  case  it  was 
crowned  by  a  simple  square  abacus.  Such  columns,  as  at 
Beni  Hasan  and  later  Der-el-Bahri,  have  a  rough  resemblance 
to  the  Doric  columns  of  Greece,  w^hich,  however,  seem  to 
have  been  derived  indei)endently.  Under  the  Empire  all 
these  types  were  still  employed,  the  papyrus  or  lotus-bud 
form  leading  in  popularity,  but  a  new  type  was  given  the 
])lace  of  honor  in  the  tall  central  aisles  of  the  hypostyle  halls 
(Fig.  6).  This  was  the  column  with  a  capital  like  an  inverted 
bell,  imitative  of  the  flower  of  the  lotus.  A  capital  with  heads 
of  the  cow-goddess,  Ilathor,  was  used  in  her  shrines,  and 
piers  fronted  by  standing  colossi  were  frequent,  especially 
under  the  great  Rainessids.  The  Saite  and  Ptolemaic  archi- 
tects elaborated  the  capitals,  especially  the  bell  capital,  by 
applying  to  the  smooth  surfaces  motives  drawn  from  native 
flora — leaves,  flowers,  buds,  in  graceful!}'  ordered  profusion. 
They  even  employed  difTerent  varieties  in  the  same  colonnade, 
though  always  in  pairs,  ])l[iced  at  equal  distances  on  either 
side  of  the  axis.  No  attcm])t  was  made  to  develop  a  separate 
system  of  forms  to  accompany  each  t}'j)e  of  column.     The 
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same  type  of  cornice  is  found  with  all,  a  quarter-hollow,  or 
cavetto,  making  transition  from  the  vertical  members  to  the 
horizontal  projecting  line  of  the  roof. 

The  peristyle.  Although  many  Egyptian  halls  were  sub- 
divided by  ranges  of  columns  extending  the  full  depth  of 
the  room,  an  equally  characteristic  arrangement  was  that 
of  an  interior  peristyle,  or  continuous  surrounding  file  of 
columns.  This  arrangement,  which  was  preferred  in  the 
case  of  open  colonnaded  courts,  is  a  t}^ically  oriental  dis- 
position, being  found  also  in  Mesopotamia  and  through- 
out the  East.  Owing  perhaps  to  the  guarded  nature  of 
Egyptian  life  and  Egyptian  cults,  a  similar  surrounding 
peristyle  was  rare  on  the  exterior.  A  single  instance  was 
the  little  temple  of  Elephantine. 

The  arch.  The  arch  form  was  used  sometimes  in  tombs 
and  notably  in  the  sanctuaries  of  the  temple  of  Seti  I.  at 
Abydos,  but  in  all  such  important  works  it  was  merely  a 
corbeled  arch,  cut  out  of  projecting  stones  in  horizontal 
courses.  True  arches  abound  in  subterranean  tomb  chambers 
from  the  time  of  the  Third  Dynasty,  apparently  as  early  as 
any  in  Mesopotamia.  The  store  chambers  of  the  Ramesseum, 
the  mortuary  temple  of  Rameses  II.  at  Thebes,  present  an 
extensive  series  of  parallel  barrel  vaults  resting  on  light  in- 
termediate walls.  For  use  in  the  superstructure,  however, 
the  true  arch  seems  to  have  been  thought  too  insecure. 

The  clerestory.  A  device  first  invented  by  the  Egyptians, 
destined  to  play  an  important  r61e  in  later  architecture,  is  the 
clerestory,  introduced  under  the  Empire.  To  light  the  wide 
hypostyle  halls,  improvided  with  windows  at  the  outside, 
the  roof  was  raised  over  the  three  central  aisles,  admitting 
light  through  grated  openings  over  the  lower  roofs  at  the 
sides  (Fig.  6). 

Methods  of  constructioit.  The  Eg\^ptian  roofs  were  flat,  as 
the  rainless  climate  permitted.  Those  of  the  temples  were 
constructed  of  slabs  of  stone  resting  directly  on  the  lintels, 
dispensing  with  all  wood.  The  compact  soil  rendered  deep 
foundations  unnecessar}^  Piers  and  columns,  originally 
monolithic,  were  perforce,  in  the  largest  examples,  built  up 
like  towers  with  rough  filling,  often  none  too  solid.  The 
masonry  gradually  lost  the  precision  of  the  earliest  monu- 
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ments  in  the  vast  and  hasty  erections  of  the  later  Empire,  but 
the  constructive  methods  remained  nearly  constant. 

Decoration.  The  elements  of  decorative  expression  likewise 
remained  substantially  the  same  in  different  periods.  They 
were  based  on  natural  forms,  like  the  lotus  and  palm,  or  on 
conventional  geometric  lines,  such  as  the  spiral.  The  god's 
house,  conceived  as  the  world,  had  its  walls  painted  with  con- 
ventional landscapes,  its  ceiling  spangled  with  stars.  The 
legends  of  the  gods  and  the  exploits  of  the  kings  filled  every 
available  space,  proclaiming  in  no  modest  way  the  glories 
of  the  builders,  of  the  restorers,  and  of  usuq^ing  monarchs  who 
wished  to  shine  by  reflected  light. 

The  architect.  During  the  whole  of  Egyptian  history  the 
architect  was  a  man  of  importance,  as  might  be  expected  when 
building  formed  so  large  a  part  of  the  monarch's  activity. 
Inscriptions  in  tombs  of  the  Fifth  Dynasty  show  that  in  two 
cases,  at  least,  the  functions  of  prime  minister,  chief  judge, 
and  royal  architect  were  combined.  The  mortuary  inscrip- 
tion of  the  prime  minister  of  Thothmes  III.,  in  recounting  his 
duties,  includes  personal  inspection  of  moniunents  under  con- 
struction. Whoever  the  real  designers  were,  they  were  far 
from  being  mere  slaves  of  tradition,  and  some  of  them,  like 
Sen-Mut,  the  architect  of  Der-el-Bahri,  showed  themselves 
men  of  the  highest  genius. 

It  is  to  its  strength  and  dignity,  above  all,  that  Egyptian 
architecture  owes  its  effect.  Less  structural  than  sculptural 
in  many  of  its  forms,  it  nevertheless  has  breadth  and  monu- 
mental quality.  At  its  best  jmre  and  subtle,  it  is  seldom  lack- 
ing in  magnificence  or  even  in  some  touch  of  sublimity,  which 
is  universally  recognized  in  its  major  creations. 

MESOPOTAMIA 

The  Tigris  and  the  Euphrates  supported  a  civilization  per- 
haps even  more  ancient  than  that  of  Egypt.  It  is  impossible 
to  (late  the  most  primitive  monuments  of  cither  country  ac- 
curately enough  to  decide  priority  of  origins.  In  the  forma- 
tion of  a  develo])ed  style  and  the  exeaition  of  monuments  of 
the  first  magnitude,  however,  the  ])eoples  of  the  Alesopo- 
tamian  valley  lagged  many  centuries  behind  the  Egyptians, 
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Natural  conditions  and  modes  of  construction.  The  natural 
conditions  were  in  many  respects  less  favorable  than  in 
Egypt.  The  absence  of  any  good  native  building-stone  or 
abundance  of  wood  left  sun-dried  mud  brick  the  best  ma- 
terial available  in  large  quantities.  Torrential  rains  and 
frequent  floods  rendered  constructions  relatively  imperma- 
nent, even  though  the  walls  were  faced  with  burnt  brick  and 
the  buildings  were  raised  on  huge  platforms.  In  Babylonia 
in  early  times  stone  was  almost  impossible  to  secure.  Even 
in  Assyria  the  difficulty  of  bringing  it  from  the  mountains  was 
so  great  as  to  prevent  its  being  used  ordinarily  even  for  lintels. 
Wood,  itself  hard  to  obtain,  had  to  be  used  for  columns  and 
for  ceiling  beams,  to  support  the  thick  roofs  of  clay.  With 
the  materials  available,  the  only  device  which  could  have 
furnished  a  permanent  covering  of  voids  with  great  weight 
above  was  the  arch.  Its  principle  was  known  in  Mesopo- 
tamia from  the  earliest  times,  and  was  employed  frequently 
in  subterranean  vaults,  in  gateways  and  doors,  where  there 
was  no  lack  of  abutment.  Whether  spanned  by  wooden 
beams  or  by  barrel  vaults,  the  rooms  were  given  by  prefer- 
ence a  long,  rectangular  form.  Tradition  dictated,  as  in 
Egypt,  that  the  entrance  to  such  rooms  should  be  on  the 
longer  side;  in  other  words,  the  rooms  were  broad  and  shal- 
low, rather  than  narrow  and  deep.  Terraced  roofs  per- 
mitted the  rooms  to  be  massed  in  any  convenient  ar- 
rangement, without  complicating  the  disposal  of  rain- 
water. Thus,  as  in  Eg^^pt,  great  aggregations  of  rooms 
and  courts,  rather  than  isolated  blocks,  were  the  rule.  The 
ornamentation  of  buildings,  like  the  construction,  had  to  be 
largely  of  clay. 

Prevailing  types.  As  with  most  early  peoples,  the  temples 
were  of  great  importance.  A  rather  gloomy  view  of  a  future 
life,  on  the  other  hand,  gave  no  encouragement  to  the  build- 
ing of  elaborate  tombs.  The  palaces  of  the  Assyrian  kings 
were  more  massive  in  construction  than  those  of  Egypt,  as 
befitted  the  greater  relative  importance  of  the  life  on  earth. 
Constant  exposure  to  invasion  gave  militar\^  architecture  a 
development  for  which  there  was  no  occasion  in  Eg\'pt. 

Development.  In  the  history-  of  Mesopotamian  architecture 
four  principal  periods  of  activity  may  be  distinguished,  sue- 
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cessively  in  Chaldea,  in  the  **01d  Babylonian"  kingdom,  in 
Assyria,  and  in  reincarnated  Babylon. 

Origins.  The  earliest  Mesopotamian  culture  seems  to  have 
developed  near  the  mouths  of  the  rivers,  in  Chaldea,  spreading 
over  the  lower  half  of  the  valley  to  embrace  what  later  be- 
came Babylonia.  The  struggle  between  the  primitive  city 
states  lasted  much  longer  in  this  region  than  in  Eg>'pt,  and 
unification  was  postponed  till  a  full  millennium  after  Menes 
had  brought  about  the  union  of  the  Two  Lands  of  the  Nile. 
A  difference  of  language  in  the  cuneiform  script  has  lent  color 
to  ancient  tradition  of  a  native  Simierian  population,  grad- 
ually giving  way  before  an  invading  Semitic  people  which 
borrowed  its  civiliz^ition  and  its  arts.  The  two  existed  side 
by  side  in  the  formati\'e  period  and  possibly  may  be  but  two 
branches  of  a  single  stem. 

Chaldea.  Remains  at  the  Simierian  center  of  Lagash,  the 
modem  Tcllo,  include  a  building  of  the  king  Ur-Nina — the 
oldest  structure  yet  foimd  in  Mesopotamia  which  can  be  dated 
— built  i)crhaps  3000  years  before  Christ.  There  is  also  a 
fragment  of  the  staged  tower  built  by  Gudea  about  2450  B.C. 
incorj)oratcd  in  a  later  palace.  The  early  vSemitic  religious 
center  was  at  Nippur,  where  the  ruins  of  the  temple  precinct 
include  superi)osed  remains  of  several  staged  towers,  dating 
from  the  very  earliest  times.  The  general  similarity  of  these 
buildings  to  the  later  buildings  of  Assyria  and  Babylon  es- 
tablishes the  essential  continuity  of  Mesopotamian  archi- 
tecture. 

Old  Babylonian  Kingdom.  Although  as  early  as  2650  B.C. 
the  Semitic  kings  of  Agade  had  extended  their  rule  to  the 
Mediterranean,  the  internal  consolidation  of  Babylonia  itself 
was  not  accom])lished  till  about  2100,  under  the  great  king 
Khammurabi  of  Babylon.  His  city,  hitherto  relatively  un- 
important, now  became  the  center  of  a  powerful  state,  the  so- 
called  Old  Babylonian  Kingdom.  Plans  of  dwelling-houses 
from  this  period  show  already  the  characteristic  Babylonian 
.scheme  of  a  square  court  with  the  princi])al  room  along  its 
!-outhem  side.  The  streets  and  blocks  then  estal)lished  re- 
mained unchanged  throughout  the  history  of  the  city.  The 
kingdom  flourished  till  about  1750  B.C.,  when  it  was  over- 
run bv  Kassite  inwiders. 
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Assyrian  supremacy.  The  leadership  next  fell  to  Assyria, 
the  northern  half  of  the  valley,  which  had  been  colonized  by 
the  Semites  of  the  south  about  2000,  and  which  now  began 
an  independent  career.  The  Asiatic  conquests  of  Thothmes 
III.  and  his  great  successors  in  the  fifteenth  and  fourteenth 
centuries  brought  both  Assyria  and  Babylon  in  contact  with 
EK>7>t.  to  which  their,  kings  sent  gifts.  By  1 100  Assj-ria  was 
strong  enough  to  eject  the  Kassites  from  the  south  and  for  a 


brief  period  to  rule  over  a  united  country.  After  an  interrup- 
tion of  two  centuries  she  again  ;issiuncd  her  aggressive  ijolicy, 
and  under  a  series  of  strong  kings  had  conquered  all  western 
Asia  by  700.  The  capital,  first  at  Ashur,  was  later  more  usu- 
ally at  Calali,  though  royal  residences  were  often  maintained 
in  both  jilaccs  and  in  Nineveh  as  well.  Sargon  11.,  who 
ruled  from  722  to  705,  foumied  for  his  capital  a  new  city, 
Dur-Sharrukin,  the  modem  Khorsahad.  His  successor,  Sen- 
nacherib, raised  Nineveh  to  the  primacy,  which  it  regained  to 
the  downfall  of  the  Empire.  He  was  driven  to  destroy  re- 
bellious Babylon,  which,  howe\-er,  was  restored  ?jy  his  son, 
Esarhaddon.     Under  Esarhaddon  even  Egypt  was  brought 
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beneath  thy  Assyrian  yoke  for  a  brief  period.  The  culmination 
followed  in  the  peaceful  days  of  Ashurbanipal  (668-626).  His 
palace  at  Nineveh,  inferior  only  to  that  of  Sennacherib,  was 


adorned  with  bas-rflicf.s  of  remarkable  animation  and  natur- 

Dtir-SUarrukin.     The  best  prescr\'ed  of  all   Mcsopotamian 
monuments,  the  one  which  j,'i\-es  the  most  vivid  idea  of  Assy- 
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rian  architecture  in  its  maturity,  is  the  palace  of  Sargon  at 
Dur-Sharrukin,  the  modern  Khorsabad  (Figs.  7  and  8).  The 
city,  of  which  it  was  an  integral  part,  formed  a  rectangle  a  little 
over  a  mile  on  each  side,  inclosed  by  a  wall  one  hundred  and 
fifty  feet  wide  and  sixty  feet  high,  with  battlements,  towers, 
and  outworks.  Like  most  Mesopotamian  structures, .  it  had 
its  comers  toward  the  points  of  the  compass,  contrary  to  the 
practice  in  Egypt,  where  the  sides  faced  the  cardinal  points. 

The  palace  of  Sargon,  The  palace  itself,  on  a  huge  plat- 
form in  the  middle  of  the  northwest  wall,  covered,  an  area 
of  twenty-five  acres.  The  platform  was  faced  with  massive 
blocks  of  limestone,  here  accessible,  and  limestone  was  also 
used  as  a  plinth  for  the  crude  brick  walls.  A  ramp  and  a 
monumental  staircase  led  up  from  the  city,  through  arched 
and  towered  gateways,  to  two  great  courts,  about  which  the 
main  divisions  of  the  palace  were  grouped.  The  state  apart- 
ments in  the  center,  and  the  khan,  or  service,  division  at  the 
eastern  comer,  can  be  identified  with  certainty.  The  walls 
were  very  thick,  one  story  high,  and  at  right  angles.  The 
rooms  were  relatively  small  and  dark,  opening  through  one 
another  to  minor  courts,  irregularly  placed.  Although  the 
plan  was  very  complex,  and  its  chief  quarters  were  kept 
separated,  it  lacked  any  highly  organized  system  of  com- 
munications and  any  extended  symmetry  or  expression  of  the 
internal  arrangements. 

The  temples.  On  the  same  platform  with  the  palace  stood 
a  second  block  of  buildings,  a  group  of  temples,  in  close  asso- 
ciation with  the  ziggtirat,  or  lofty  staged  tower,  *'the  link  of 
heaven  and  earth,"  which  was  the  most  striking  feature  of 
Mesopotamian  religious  groups.  In  the  temple  block  are  three 
distinct  suites,  dedicated  evidently  to  different  divinities, 
each  suite  consisting  essentially  of  a  square  court,  a  broad 
vestibule,  and  a  long  hall  with  a  cell  at  the  end,  apparently 
the  sanctuary  proper.  In  these  suites  the  household  of  the  god 
was  established,  here  sacrifices  were  offered,  and  here  the 
most  valuable  votive  offerings  of  the  kings  were  deposited. 

The  ziggurat.  The  special  residence  of  the  god  himself  and 
his  consort  was  the  chamber  which  crowned  the  ziggurat, 
**the  house  of  the  mountain."  At  Dur-Sharrukin  the  tower 
which  supported  this  was  formed  of  a  single  continuous  ramp, 
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square  in  plan,  rising  like  a  screw  with  seven  turns.  The 
walls  were  enameled  successively  white,  black,  purple,  blue, 
vermilion,  silver,  and  gold,  s\Tnbolizing  the  heavenly  bodies. 
The  mass  was  one  hundred  and  forty  feet  square  at  the  base 
and  rose  twenty  feet  at  each  turn.  Some  Assyrian  ziggurats 
seem  to  have  had  three  or  five  vStages;  sometimes  each  of 
these  was  a  level  terrace  connected  with  the  others  by  stairs. 
The  plans  were  now  square,  now  rectangular. 

New  Babylonian  Kingdom.  Within  twenty  years  of  the 
death  of  Ashurbanipal  his  empire  had  succumbed  to  the 
Medes.  Bal>ylon,  which  had  assisted  them,  was  left  in- 
dependent and  entered  on  a  si)lendid  renaissance.  In  the 
reign  of  her  great  king,  Nebuchadnezzar,  esi:)ecially,  from 
604  to  561,  were  built  the  magnificent  walls,  the  temples,  the 
palaces,  the  so-called  "Himging  Gardens"  which  excited  the 
admiration  of  Herodotus  and  other  travelers,  and  the  great 
ziggurat.  The  wealth  of  the  Babylonian  kings  enabled  them 
to  burn  brick  and  to  bring  stone  from  a  distance,  yet  the 
fundamental  constructive  system  remained  unchanged.  The 
l)alace  plans  show  a  somewhat  more  regular  disposition  th^in 
those  of  Assyria,  with  recurring  suites  of  similar  form  for  the 
living-apartments  and  access  facilitated  by  corridors.  The 
temples,  which  are  square  or  nearly  square  in  i)lan,  have  a 
central  court,  with  the  sruictuary  and  its  vestilmle  lying 
usually  along  the  southern  side  (Fig.  g),  much  as  in  the  plan 
of  the  Babylonian  dwelling.  The  ziggurat  of  Babylon,  like 
the  one  at  Nippur,  stands  in  a  vast  walled  inclosure,  pre- 
ceded by  minor  courts.  In  the  i)alace  of  the  citadel  is  a 
massive  substnicture  with  two  series  of  parallel  rooms,  which 
retain  unmistakable  traces  of  hnving  been  vaulted  in  brick. 
The  excavators  have  sought  to  recognize  in  this  unfcuniliar 
arrangement  the  foinidation  of  the  Hanging  Gardens,  which 
would  accordingly  have  obtained  their  sobricjuet  through 
astonishment  at  a  method  of  support  so  ncn-el  to  its  observers. 
The  revival  of  Babylonian  glory  was  brief.  In  538  the  city 
fell  before  the  all-conquering  Persian,  Cyrus,  and  the  su- 
j)rcmacy  of  its  native  art  came  to  a  close. 

Roofs  and  vaulting.  Throughout  ancient  times,  as  now,  the 
nonnal  method  of  roofing  in  Mesoi)otamia  was  by  wooden 
beams    supporting  a  mat  of    reeds,  and  then  a  thick  bed  of 
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clay  graded  with  a  slight  inclination  to  permit  water  to  run 
off.  Inscriptions  tell  of  the  bringing  of  beams  of  cedar,  pine, 
and  oak  from  Amanus  and  Lebanon  to  lorm  the  ceilings  of 
temples  and  palaces.  The  earliest  investigators  made  the 
unwarranted  as- 
sumption that 
barrel  vaults  were 

employed   in  most  I 

of  the  rooms  of  the 
Assyrian  palaces, 
an  inference  from 
their  generally 
elongated  shape 
and  thick  walls,  and 
from  the  absence  of 
any  vestige  of  ceil- 
ing  beams,  A 
famous  has  -  relief 
at  Nineveh,  further- 
more, shows  houses 
covered  externally 
with  egg-shaped 
domes,  similar  to 
those  of  the  Sassa- 
nian  buildings  of 
Persia  many  cen- 
turies later.  Re- 
mains of  at  least 
one  such  dome  have 
been  found  which  is 
thought  to  date 

from  Sumerian  f"^-  9— u^bvlon  plan  <.f  thb  temple  of 
times.     It    is    now  ninmah.     (apter  koldlwi-v) 

generally  admitted, 

however,  that  even  single  vaulted  rooms  in  Mes()[M)tiimian 
buildings  were  excejitional,  and  thut  the  group  of  free-standing 
vaults  in  the  palace  at  Babylon  is,  as  f;tr  as  we  know,  unique 
in  the  country.  On  the  other  h:ind,  -vaulted  dr:uns  below- 
ground  abound  in  Ixith  Assyrian  and  Babylonian  times. 
These,  which  are  sometimes  semicirailar,  sometimes  jiointed 
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in  section,  are  remarkable  in  being  built  in  successive  rings, 
which  are  not  vertical,  but  inclined.  By  means  of  this  in- 
clination the  builders  were  enabled  to  carry  their  vault  along 
over  the  void,  without  any  necessity  for  wooden  false-work  or 
centering.  Each  course  adhered  to  the  preceding  one  and 
was  supported  by  it.  It  was  merely  necessary  to  have  a  wall 
or  arch  to  start  against. 

Columns.  Columns  were  used  but  sparingly,  as  supports 
for  light,  isolated  structures,  and  in  porticos  along  the  sides  of 
a  court.  They  were,  for  the  most  part,  apparently,  of  wood, 
painted  or  covered  with  metal  plates.  Some  fragments  of 
stone  columns  have  been  found  in  Assyria  with  carv^ed  capitals 
and  bases,  usually  of  cushion  form.  A  relief  from  Nineveh 
shows  a  small  columned  shrine  having  capitals  with  two  pairs 
of  scrolls  or  volutes,  one  above  another.  These  are  very 
similar  to  those  of  the  later  Ionic  capital  of  the  Greeks,  and 
doubtless  exercised  an  influence  on  it. 

Ornament.  Winged  bulls  of  stone  carved  in  high  relief 
were  used  to  decorate  the  jambs  of  arched  gateways  and -the 
bases  of  towers.  Friezes  in  low  relief  representing  historical 
subjects  or  hunting  scenes  ornamented  the  state  apartments 
of  the  palaces.  Brick  enameled  in  colors  was  also  a  favorite 
mode  of  surface  decoration.  At  Dur-Sharrukin  broad  bands 
were  i)laced  around  the  arches;  at  Babylon  a  frieze  of  stalk- 
ing lions  followed  the  processional  street  and  representations 
of  columns  lined  the  walls  of  the  palace. 

The  assumption  of  all  credit  for  Mesopotamian  buildings 
by  the  monarch  has  kept  in  obscurity  the  men  who  built 
them.  Their  work  is  indeed  less  individual  than  official  in 
character.  By  the  very  repetition  of  the  great  rectangular 
masses  with  their  endless  towers  and  battlements  it  gives  a 
powerful  exi)ression  of  the  size  and  grandeur  of  the  Oriental 
monarchies. 

PERSIA 

The  architecture  of  the  Persians,  who  next  siicceeded  to 
the  domination  of  western  Asia  under  Cyrus  and  other 
Achaimenian  kings,  borrowed  certain  fonns  from  the  con- 
quered regions — Mesojjotamia,  Ionia,  and  Egyjjt.  Never- 
theless,  it  retained  a  large  native  element,   suggestive  of  a 
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primitive  columnar  architecture  of  wood.  Similar  reminis- 
cences of  wooden  construction  can  be  traced  in  Ionia  and  es- 
pecially in  Lycia,  but  it  seems  less  probable  that  the  Persian 
forms  were  merely  imitative  of  these  than  that  all  were 
descended  from  a  more  or  less  common  type,  the  product  of 
similar  conditions.  Wood  and  stone  were  both  obtainable 
on  the  plateau  of  Iran,  as  on  the  coast  of  Asia  Minor;  wood 
was  naturally  used  in  early  days,  stone  after  the  growth  of 
wealth  and  power.  In  Persia  the  entablatures  and  roof 
framing  remained  of  wood  throughout  the  Achaemenian  period, 
making  possible  the  unusual  slendemess  and  the  wide  spacing 
of  the  columns.  As  in  Assyria  and  early  Greece,  the  roof  it- 
self was  a  thick  mass  of  clay,  terraced,  with  a  very  slight  in- 
clination. Though  the  Persians  drew  some  decorative  forms 
from  other  countries,  their  chief  source  for  them  was  Assyria. 
The  winged  bulls  and  bas-reliefs  are  but  clumsily  imitated; 
and  even  the  polychrome  friezes  of  enameled  brick  from  Susa, 
the  masterpieces  of  Persian  art,  are  relatively  crude  beside 
their  prototypes  at  Babylon. 

Development.  The  development  of  Achaemenian  art  follows 
the  dramatic  history  of  the  d\Tiasty.  It  appeared  suddenly 
with  Cyrus  about  550  B.C.,  absorbing  Mesopotamian  and 
Ionian  elements  as  he  conquered  those  countries,  and  Egyptian 
motives  after  the  conquests  of  Cambyses.  It  disappeared  as 
suddenly  before  Greek  civilization  on  the  collapse  of  the  vast 
empire  in  its  struggle  with  Alexander. 

Types  of  buildings,  Zoroastrianism,  the  ancient  religion  of 
Persia,  had  no  images  and  required  neither  true  temples  nor 
sepulchers.  The  Achaemenian  kings,  however,  did  not  ob- 
serve the  custom  of  exposing  their  bodies  after  death,  as  pre- 
scribed by  the  Avesta,  and  their  monumental  tombs  are 
among  the  chief  remains  of  Persian  architecture.  Still  more 
important  are  the  palaces,  which  reflect  the  proud  absolutism 
of  the  Great  King. 

Palaces.  The  Persian  palaces  at  Pasargadae  and  Persepolis 
stood  on  great  platforms  like  those  of  Assyria.  Here  these 
were  built  of  stone  and  served  at  once  to  give  military'  security 
and  monimiental  setting  (Fig.  10).  At  Persepolis  a  vast  double 
staircase  leads  up  from  the  plain,  giving  access  to  the  platform 
through  a  tall  columnar  porch  flanked  with  winged  bulls. 
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On  low  platforms  restin;,'  on  the  lai^er  one  stand  three  palaces, 
those  of  Darius,  Xerxes,  and  Artaxerxes  III.  They  are  similar 
in  general  arranj;ement.  with  a  larjje,  square,  columned  hall, 
preceded  by  a  deep  portico  and  surrounded  by  minor  rooms. 
Audicnce-Mlls.  Independent  of  the  palaces  arc  the  mag- 
nificent audience-halls  of  Darius  and  of  Xerxes,  each  cover- 


ing more  tlum  an  acre.  In  disixisition  tliey  reproduce  the 
centra!  feature  of  the  iialacea,  but  on  a  greater  scale.  The 
hall  of  Darius  has  ten  columns  each  \va\-,  inclosed  by  massive 
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walls.  A  portico  eight  columns  wide  and  two  deep  is  flanked 
by  colossal  winged  bulls.  The  hall  of  Xerxes  has  but  six 
coltunns  each  way  in  the  central  portion,  but  has  porticos 
the  full  width  of  this  on  three  sides.  With  its  columns  thirty 
feet  apart  and  almost  seventy  feet  high,  this  building  takes 
rank  with  the  greatest  coliminar  buildings  of  Egypt  and  of 
Greece. 

Tombs.  The  earliest  royal  tomb,  supposed  to  be  that  of 
CxTus — a  small  gable-roofed  cella  mounted  on  seven  great 
steps — is  obviously  imitative  of  Ionian  architecture.  Those 
of  later  monarchs  seem  to  have  been  inspired  by  the  rock-cut 
tombs  of  Eg>^)t.  They  are  found  in  the  cliff  at  the  back  of 
the  palace  platform  at  Persepolis,  and  near  by  in  the  rock  now 
known  as  Naksh-i-Rustam  (Fig.  ii).  All  are  substantially 
similar,  with  a  portico  of  four  engaged  columns  carved  about 
the  door,  a  great  bas-relief  above,  and  a  blank  space  of  equal 
size  below.  Their  chief  interest  lies  in  their  representation  of 
the  Persian  entablature  of  wood.  With  its  architrave  of  three 
superposed  bands,  its  projecting  beam-ends  above,  this  is 
clearly  related  in  its  origin  to  the  forms  of  the  Ionic  entablature 
in  Greece. 

Religions  buildings.  Though  the  ancient  Persians  had  no 
true  temples,  their  sacred  fire  needed  a  small  inclosed  shrine 
where  it  could  be  kept  continually  burning,  and  altars  in  the 
open  air  where  it  could  Ije  occasionally  kindled  for  sacrifice. 
These  may  be  recognized,  perhaps,  in  the  small  square  towers 
with  blank  windows,  still  prescr\^ed  near  Pasargadae  and 
Persepolis,  and  in  the  altars  of  uncertain  date  at  the  rock  of 
Naksh-i-Rustam  and  elsewhere. 

Columns.  The  Persian  columns  were  slender,  and  crowned 
with  a  peculiar  capital  in  which  the  heads  and  forequarters 
of  two  bulls  are  united  back  to  back  in  the  direction  of  the 
architrave.  Beneath  these  in  some  exami)lcs  were  placed 
multi])lied  pairs  of  volutes  on  end,  and  then  bells,  upright 
and  inverted,  in  incoherent  sequence.  Thus  the  capital 
Ixjcjmie  long  out  of  all  usual  i)roporti<)n  to  the  shaft  below. 

In  its  problems  of  the  coliunn  and  lintel  Persian  architecture 
was  related  to  the  classic  architecture  of  Greece,  which  was 
roughly  contemporary  with  it,  and  which  carried  its  solutions 
much  further  in  technical  facility  and  refinement. 
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THE   iEGEAN 

The  direct  forerunners  of  the  classic  races  of  Greece,  in 
civilization  and  in  architecture,  were  the  early  inhabitants  of 
the  islands  and  coasts  of  the  i^gean,  whom  the  later  tribes 
with  their  iron  swords  deprived  of  their  birthright.  Con- 
trary to  earlier  belief,  it  now  seems  clear  that  civilization 
developed  almost  simultaneously  all  about  the  eastern  Mediter- 
ranean, and  remains  have  been  found  in  Crete  and  Asia  Minor 
contemporary  with  the  earliest  monuments  of  Egypt,  though 
less  advanced  in  artistic  character. 

Development.  Two  principal  periods  may  be  recognized 
which  show  considerable  differences  in  their  types  of  archi- 
tecture. The  earlier,  during  which  Crete,  in  close  touch 
with  Egypt  and  Syria,  was  the  leader,  has  been  called  the 
Mirioan  period,  from  the  legendary  sea  king,  Minos.  The 
later  period,  the  so-called  Mycenaean,  was  that  in  which  the 
inhabitants  of  the  mainland  cities,  Mycenae,  Tiryns,  Argos, 
and  others — probably  the  Achaeans  of  the  Homeric  poems — 
continued  the  culture  of  Crete  after  overthrowing  its  political 
supremacy.  The  long  development  of  Minoan  art,  following 
the  introduction  of  bronze  about  3000  B.C.,  was  cut  off  with 
the  destruction  of  Knossos  about  1400.  Costtmies  sewed  and 
fitted,  plumbing  scarcely  rivaled  again  till  the  last  half  of  the 
nineteenth  century,  are  evidences  of  a  sur]3risingly  luxurious 
civilization.  Its  continuation  on  the  mainland,  somewhat 
less  refined  in  life  and  art,  lasted  till  the  dark  ages  following 
the  Dorian  invasion,  about  iioo. 

Types.  In  the  patriarchal  monarchies  of  the  time  the 
palaces  were  naturally  the  chief  buildings.  In  Crete,  where 
dominion  rested  on  sea  power,  these  were  quite  unfortified; 
at  Mycenae,  Tirvms,  and  Troy  they  were  walled  strongly  and 
ingeniously  against  land  attacks.  Religious  ceremonies  do 
not  seem  to  have  required  any  highly  specialized  construc- 
tions. Interment  was  the  ordinary  funeral  custom,  but 
certain  tombs  excavated  in  the  hillsides  were  given  a  monu- 
mental character.  Building  materials  and  climate  placed 
little  restriction  on  the  choice  of  forms ;  the  column  and  lintel 
and  the  corbeled  arch  were  employed  exclusively. 

Oriental  and  European  elements.     Besides  many  ijcculiar  na- 
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tive  elements,  among  which  llie  en  trance -portico  opcnjnp  on 
two  adjacent  sides  is  one  of  the  most  strikinH,  Cretan 
archileeture  shows  a  number  of  features  of  Oriental  character. 


These  include  the  flat  roof,  wiili  the  complex  juxtaposition  of 
rooms  which  it  jxirmits,  and  liic  court  surrounded  by  a  con- 
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tinuous  peristyle.  The  architectural  dispositions  of  the  main- 
land, on  the  other  hand,  show  si^ns  of  a  European  origin; 
they  can  be  traced  without  a  break  from  the  primitive  hut  com- 
mon to  northern  races.  The  isolated  position  of  the  prin- 
cipal rooms,  with  entrances  only  on  one  end,  suggests  that 
they  were  covered  with  gable  roofs.  The  court,  instead  of 
forming  a  homogeneous  ensemble,  was  a  resultant  of  the 
surrounding  units,  with  walls  or  porticos  independent  of  one 
another.  Although  the  dispositions  in  the  two  regions  thus 
differ  markedly,  the  decorative  forms  are  largely  the  same, 
borrowed  by  the  mainland,  with  the  minor  arts,  from  Crete. 

Crete.  The  palace  at  Knossos,  the  greatest  of  the  Cretan 
centers  (a  portion  of  which  is  shown  in  Fig.  12),  is  in  ver}^ 
truth  a  ''labjTinth"  which  might  well  have  given  rise  to  the 
classic  legend.  About  a  long  rectangular  paved  court  are 
grouped  room.s  and  tortuous  passages  in  the  greatest  con- 
fusion. On  the  eastern  side  they  were  suj^erposed  in  two 
stories,  at  least,  the  lower  ones  taking  what  light  they  have 
from  narrow  light-wells.  The  functions  of  many  of  the  parts 
are  still  uncertain,  but  they  seem  never  to  have  been  logically 
grouped.  The  more  imi)ortant  rooms  were  preceded  by  the 
characteristic  comer-wise  porticos  already  mentioned.  The 
great  staircase  running  through  three  stories,  with  its  ramping 
colonnade,  is  a  notable  feature.  Another  is  the  **theatral 
area,'*  a  paved  space  with  banks  of  steps  on  two  adjoining 
sides,  e\adently  intended  for  spectators.  One  of  these  is  also 
found  at  the  similar  palace  of  Phaistos,  which  has  its  own 
features  of  special  interest,  among  them  the  monumental 
flight  of  sixteen  broad  steps  before  the  rrjain  entrance.  At 
Goumia  a  whole  city  was  unearthed,  with  simple  houses  of 
stone  and  baked  brick,  narrow,  winding  streets,  and  a  small 
central  palace  and  altar. 

The  mainland.     The  citadel-palaces    at   Alycena?,    Tiryns 

(Fig.  13),  and  other  cities  of  later  importance  are  irregular  in 

plan,  like  the  fortified  summits  which  they  crown,  but  they 

show  certain  recurring  elements  of  similar  form.     Chief  of 

these  was  the  megaron,   or  men's  hall,  a  square  room  with  a 

hearth  in  the  center  and  a  vestibule  and  colonnaded  portico 

in  front,  opening  on  the  main  court.     Access  to  this  court,  as 

to  the  forecourt  which  might  precede  it,  was  obtained  through 
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monumctital  gateways  or  jjropylaja.  Each  of  these  had  a  door 
which  was  protected,  inside  and  out,  by  small  porticos  between 
flanking  walls,  or  anta-. 

IValls,  openings,  and  vaults.    The  walls  were  sometimes  of 
the  finest  cut  stone,  sometimes  of  sun-dried  brick.     Stone  was 


used  for  fortress  and  rotainiti'j-wall.s.  and  for  the  base,  at  least, 
of  the  walls  of  dwellinj^'s.  In  Ihu  palacL'  at  Tiryns  sun-dried 
brick  bonded  with  wooden  Ix'iinis  strums  to  have  been  used 
for  the  su]>crstn,iel.ure.  The  fortn.'ss  walls  were  sometimes 
built  of  irret^ilar  Ijlocks,  the  hiif^c  size  of  which  };aincd  them  the 
niune  of  Cyclojjcan.  Sometimes  they  were  of  dressed  stone,  with 
cither  |Jolyj;onal  or  rectanf;^ilar  blocks,  as  the  natural  cleavage 
of  the  stone  sujjf^ested.  Thouj^h  they  often  used  them,  the 
Mycena;aii  builders  were  e\'idently  doubtful  of  the  strength 
of  large  stone  lintels,  and,  not  knowing  the  true  arch,  they 
were  led  to  give  an  unparalleled  development  to  the  corbeled 
arch  and  vault,  built  of  flat  stones  projecting  o\'er  one  another 
till  they  finally  met.  The  lintel  of  the  "Gate  of  Lions"  at 
RIycena:,  for  instance,  is  relieved  of  any  considerable  weight  by 
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a  corbeled  arch  (Fig.  14).  Corbeled  vaults  were  used  over  the 
narrow  galleries  in  the  walls  of  Tiryns  and  they  were  the 
favorite  means  of  covering  the  chambers  of  important  tombs. 
At  Isopata  in  Crete  the  chambers  are  rectangular,  and'  the 


FIG.    14— MVCEN*.      GATE  OF  LIONS 

two  long  sides  curve  together  above  to  form  the  vault.  The 
superior  strength  of  a  circular  form  was  realized,  and  in  some 
of  the  later  tombs  of  Myccna;  and  Orchumcnos  there  are 
"beehive"  vaults  nearly  fifty  feet  in  diameter. 

Column  and  lintel.  The  columns  and  architraves,  both  in. 
Crete  and  elsewhere,  were  of  wood,  and  have  for  the  most 
part  disappeared.  The  colirains  of  the  "Treasury'  of  Atreus" 
show  that  stone  was  sometimes  employed  as  well  as  wood; 
and  that,  in  addition  to  cylindrical  columns  and  columns  of 
the  usual  type,  larger  at  the  base  than  at  the  top,  there  were 
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also  columns  larger  at  the  to])  than  at  the  base.  These 
contradict  the  structural  tendency,  yet  the  enlargement  is  so 
slight  that  they  do  not  lack  grace  and  piquancy.  The  stone 
capitals  presented  have  a  square  abacus  supported  by  a 
circular  cushion  or  torus,  sometimes  with  a  quarter-hollow 
beneath.  The  stone  entablatures  are  evidently  imitative  of 
wooden  construction,  for  the  ends  of  round  beams  are  repre- 
sented above  the  architrave.  With  mud-brick  walls,  wood 
was  ap])arently  used  for  facing  the  openings,  as  well  as  the 
'ends  of  walls,  or  antac*. 

Decoration.  The  fundamental  elements  of  decoration  were 
the  spiral,  the  chevron,  and  the  rosette,  emjiloyed  in  bands 
or  friezes.  Another  characteristic  tyi)e  of  frieze  was  one 
coiiftisting  of  pairs  of  jmlmetto  ornaments  back  to  back  with 
a  rectangular  vSi)acc  between.  In  the  triangular  sj)ace  alx)ve 
the  lintel  of  the  **Gatc  of  Lions"  was  a  stnilptured  relief  repre- 
senting a  colimin,  or  altar,  flanked  by  two  lions  (Fig.  14). 
Similar  reliefs  are  thought  to  have  occu])ied  the  corresponding 
si)aces  in  other  gateways  and  doorways,  such  as  that  of  the 
**Tre<asury  of  Atreus"  (Fig.  15). 

Relation  to  Doric  architecture.  Many  of  the  Mycen:ean 
forms  recur  in  the  architecture  of  historic  Greece,  especially 
in  the  buildings  of  the  Doric  style,  which  was  developed  by  the 
conquerors  of  the  Peloponnesus.  The  ])lan  of  the  propylaja 
is  the  same;  the  plan  of  the  temi)le  preser\'es  the  form  of  the 
Mycenican  megaron,  with  its  arrangement  of  columns  in  antis. 
The  Doric  cai)ital,  the  antai,  the  high  wall  base  of  upright 
stones,  all  show  reminiscences  of  the  earlier  forms  which  in- 
dicate close  imitation,  if  not  actual  continuity.  As  .in  so 
many  instances,  the  arts  of  the  conquered  took  cai)tive  the 
conquerors,  though  new  vigor  and  new  needs  modified  exist- 
ing t\'])es  and  produced  new  ones.  The  prehistoric  architect- 
ure of  the  /Egean  is  not,  however,  to  1x3  considered  merely  as 
a'tmrbarous  stage  in  the  development  of  Greek  classic  archi- 
tecture. It  was  itself  com])lete,  a(la])ted  to  the  needs  of 
conteTn])orary  civilization,  with  its  structural  and  decorative 
systems  thorouglily  established.  If  it  was  suq)assed  in  ex- 
])ressiveness  and  organization  by  architecture  of  the  classic 
period,  it  was  not  the  less  su])erior  to  the  clumsy  experiments 
of  the  dark  ages  which  intervxMied. 
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FIG.    15 — MYCEN^.       PORTAL    OF    THE    "tKKASLRY   OF    ATKEUS." 


(restored  hv  spiers) 


44 


A  HISTORY  OP  ARCHITECTURE 


The  preclassical  styles  which  had  their  seats  in  the  Levant 
and  western  Asia  developed  in  three  main  currents  largely 
native  and  independent  of  one  another.  In  their  continuous 
life  of  two  or  three  thousand  years  and  more,  it  is  a  few  brief 
periods  to  which  we  owe  the  vast  proportion  of  enduring 
monimients.  The  Fourth  and  Eighteenth  Dynasties  in 
Egypt,  the  Assyrian  culmination  and  the  Babylonian  renais- 
sance, the  palace-building  periods  of  Knossos  and  Mycense, 
are  some  of  the  moments  for  which  long  centuries  of  political 
upheaval  and  artistic  groping  had  prepared.  In  the  first 
millenniimi  before  Christ  their  influence  focussed  on  Greece, 
where  was  evolved  a  style  destined  to  stamp  indelibly  the 
later  architecture  of  Europe. 


^  Memphis 


PERIODS  OF   EGYPTIAN   ARCHITECTURE 

Centers 

I.  Prehistoric  period,  to  3400  b.c.^ 

II.  Thinite  period,  3400- 2qSo.     Dynasties  I. -II.      This 

III.  Old  Kingdom,  about  2080-2475.     Dynasties 

Ill.-Vl. 
The  pyramids — Khufu,   Khafrc,   Men- 
kure. 
First  transitional  period — decline  of  the  king- 
dom .     Dynasties  V 1 1  .-X . 

IV.  Middle  Kinj::dom,  al>out  2 160-1 78S.    Dynas-  ] 

ties  XI.-XII.  I  Thebes 

Early  halls  at  Karnak.    Tombs  at  Beni   f  Fayum 
Hrusan.     Pyramids  at  Lisht. 

Second  transitional  period — Hyksos  invasion. 

V.  Empire, about  1 580-ioQo.  Dyna5;ties XVIII.- 

XX. 
Fonnative  perio<l,  to  Thothmes  III.  and 
Hatshepsut  (i 501-1447). 
Mortuary  temple  at  Der-el-Bahri. 
"Processional Hall  "at Karnak. 
Central     perio<l,     culminating     imder 
Amenhotep  III.  (1411-1375). 
Court  and  Hypostyle  Hall  at  Luxor. 
Temple  at  Elephantine. 

'  In  the  earlier  penrnls,  where  there    is   still   Sfjme  uncertainty,  the  dating  follows  the 
"  Berlin  "  system,  the  one  most  widely  aceepte*}. 


Thelxis 
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VI. 


VII, 


Revolution  under  Ikhnaton  (Amenhotep  | 


IV.)  (1375-1358). 

Restoration  under  Dynasty  XIX.    Seti 
I.,  Ramses  II.  (1313-1225). 
Great  Hall  at  Kamak.    Temple  at 
Abu-Simbel. 
Ramessid  period.    Dynasty  XX.  Ramses 
III.   (about  11Q8-1167). 
Mortuary  temple  at  Medinet-Habu. 

Third  transitional  period.  Decadence 
under  Libyan  and  Nubian  em- 
perors. Assyrian  conquest  and 
supremcy,  about  670-660. 

Renaissance,  about  663-525.  Dynasty  XXVI. 
Psamthik.     Fourth  transitional  period. 
Persian  conquest. 
Grax?o-Roman  period,  after  332  B.C. 
Ptolemaic  period,  to  30  B.C. 

Temples  at  Denderah,  Edfou,  and 
Philrc. 
Roman  imperial  domination,  to  3Q5  a.d. 
Later  buildings  at  Philae. 


J 


Centers 
El  Amama 


Thebes 


Sais 


Alexandria 


PERIODS  OF   MESOPOTAMIAN   AND   PERSIAN 

ARCHITECTURE 


I.  Prehistoric  period,  to  about  3000  b.c 

II.  Primitive  period — development  and  . 

struggle  of  city  states  in  Ba])y- 
lonia,  about  3000-1000. 
Palace   of   Gudea   at   Lagash, 

about  2450. 
Ziggurats  at  Nippur. 

III.  Old  Babylonian  Kingdom,  about  2 100-1750. 

Khammural:)!. 
Main  lines  of  Masopotamian  architect- 
ure established. 
Kassite    domination    in    Babylonia,    about 
1750-1100, 


Lagash  (Tello) 


Siimerian :    Lagash 
Semitic:  Agade,  Nippur 


Babylon 
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PERIODS   OF    MESOPOTAMIAN    AND    PERSIAN 
ARCHITECTURE— Continued 


IV.  Rise  of  Assyria,  about  1650-1100,  culminat- 

ing in  first  conquest  of  Babylonia. 
Assyria  overrun  by  Aramean  nomads,  about 
1050-goo. 

V.  Assyrian  Empire,  about  885-607. 

Conquest  of  western  Asia  completed  by 

700. 
Palace    of    Sarj^on    at    Dur-Sharrukin, 

722-705. 
Destniction  and  rebuilding  of  Babylon. 
Conquest  of  Lower  Egypt.  Sennacherib, 
Esarhaddon. 
Palaces  at  Nineveh. 
Culmination  under  Ashurbanipal,  668- 
626. 
Palaces  at  Nineveh. 
Destniction  of  Nineveh  by  Medes  and 
Babylonians,  about  607. 

VI.  New  Babylonian  Kingdom,  about  607-538.  '' 

Nebuchadnezzar   II. 
Conquest  of  Babylon  by  Cynis,  King  of  Per- 
sia, 538. 

VII.  Persian  Empire,  about  550-330.      Ach.Tme- 

nian   I  )vnastv. 
Pcricjd  of  Ionian  and  Mesopotamian  in- 
iluencc.     (^yrus. 
Tomb  of  Cntus  at  Pcusargada\ 
Period  of  McsojK)tamian  and  Egyi)tian 
influence.    Darius,  Xerxes. 
Palaces  and  tombs  at  Persepolis. 
Conquest  of  Persia  by  Alexander. 


Centers 


Ashur 


Nineveh 


Babylon 


Perseix)lis 


PERIODS   OF   /EGEAN   ARCHITECTURE 

I.  Prcliistoric   y)criod,    Stone   Age,    to   about 

3000  n.c. 

II.  Early  Minoan.  about  3000-2200.   Beginnings  "1 

of  Bronze.  '  Crete 

Second  or  burnt  city  on  site  of  Troy. 
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PERIODS   OF   ^GEAN    ARCKlTECrVRE— Continued 


III. 


Middle  Minoan  I.,  about  2200-2000. 

Earlier  palaces  at  Knossos  and  Phaistos. 
Middle  Minoan  II.,  about  2000-1850. 

First  culmination,  ending  with  first  de- 
struction of  Knossos. 
Middle  Minoan  III.,  about  1850-1600. 

Later  palace  at  Knossos  built. 
Late  Minoan  I.  and  II.,  about  1600- 1400. 
Later  palace  at  Phaistos  built,  palace  at 
Knossos  remodeled.  Rise  of 
Mycenae,  Tiryns,  and  other 
mainland  cities.  Fall  of  Knos- 
sos, about  1400. 

Mycenjean  period,  about  1400-1100. 

Mcgaron-palaces   at    Mycenae,   Tiryns, 
Troy  (sixth,  or  Homeric,  city), 
etc. 
Dorian  invasion  of  Peloponnesus.     Ionian 
settlement  of  Asia  Minor.    Transi- 
tion to  iron. 


Centers 


Crete 


Greek 
mainland 


BIBLIOGRAPHICAL   NOTE 

Of  G.  Perrot  and  C.  Chipiez*s  monumental  Histoin  de  Vart  dans 
l*antiquitiy  the  first  six  volumes,  188 2-1 894,  deal  with  prcclassical 
architecture  (English  translation  by  W.  Armstrong,  1883- 1894). 
Though  superseded  in  many  particulars,  these  volumes  are  still 
valuable,  especially  for  their  graphic  restorations  in  perspective. 
The  history  of  excavations  is  summarized  in  H.  V.  Hilprecht's 
Excavations  in  Bible  Lands,  1903,  which  covers  Egypt  as  well  as 
Mesopotamia  and  Palestine.  A  special  study  of  the  columnar 
building,  based  on  the  latest  researches,  is  G.  Leroux's  Lcs  origincs 
deTidifice  kypostyle  en  Grecc,  en  Orient  et  chcz  les  Romains,  1913. 

Egypt.  The  only  general  work  in  English  wholly  devoted  to 
Egyptian  architecture  is  E.  Bell's  The  Architecture  of  Ancient  Egypt: 
a  *^ historical  outline j^*  191 5-  Another  authoritative  account  ap- 
pears in  G.  Maspero's  Art  in  Egypt,  191 2,  arranged  chronologically, 
and  including  concise  bibliographies  of  the  individual  periods  and 
monuments.  The  same  author's  Manual  of  Egyptian  Arch(rology, 
translated  by  A.  B.  Edwards,  6th  ed.,  1913,  treats  architecture 
systematically,  by  types  of  monuments.     J.  Capart's  Vart  cgyptien. 
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2  vols.,  iQOQ-iQii,  is  an  excellent  collection  of  illustrations,  accom- 
panied by  bibliographical  references.  For  the  monuments  in  their 
historical  setting  see  J.  H.  Breasted 's  A  History  of  Egypt,  2d  ed., 
1909;  for  a  topographical  treatment  see  the  guides  of  Baedeker, 
1914,  or  Cook,  191 1,  as  well  as  A.  E.  P.  WeigaU's  A  Guide  to  the 
Antiquities  of  Upper  Egypt,  19 10.  A  special  study  of  constructive 
methods  is  A.  Choisy's  Vart  dc  bdtir  chez  Ics  6gypiiens,  1904. 

Mesopotamia.  The  most  recent  general  treatment  is  in  P.  S.  P. 
Handcock's  Mesopotamian  Archceology,  191 2,  which  also  gives  a  brief 
history  of  the  excavations.  An  earlier  handbook,  including  also 
neighboring  countries,  is  E.  Babelon's  Manual  of  Oriental  AntiquitieSy 
translated  by  B.  T.  A.  Evetts,  new  ed.,  1906.  The  section  of  Hil- 
precht^s  work  already  cited  which  deals  with  Mesopotamia,  espe- 
cially with  the  monuments  of  Nippur,  has  ])een  reprinted  as  The 
Excavations  in  Assyria  and  Babylonia,  1904.  For  the  complementary 
work  at  Bal^ylon  see  R.  Koldewey's  The  Excavations  at  Babylon ,  1914, 
translated  by  A.  S.  Johns,  191 5.  For  the  cultural  background  see 
M.  Jastrow's  The  Civilization  of  Babylonia  and  Assyria,  191 5. 

Persia.  Babelon's  Manual  is  supplanted  by  A.  V.  W.  Jackson's 
Persia  Past  and  Present,  1906. 

The  .Egean,  H.  R.  Hall's  .Egcan  Archo'ology,  1915,  gives  a  com- 
prehensive view.  Among  the  many  special  studies  devoted  to 
Cretah  monuments,  R.  M.  Burrows'  The  Discoveries  in  Crete,  1907 
(reprinted  with  addenda,  1908),  may  be  named  as  a  scholarly  simi- 
mary,  to  its  date;  J.  Baikie's  The  Sea  Kings  of  Crete,  1910,  asagood 
popular  expasition.  C.  T.sountas  and  J.  I.  Manatt's  The  Mycencean 
Age,  2nd  ed.,  19 16,  is  the  standard  work  on  its  period.  For  a  sum- 
mary of  the  excavations  aside  from  Crete  see  C.  Schuchhardt's 
Schliemann^s  Excavations,  translated  by  E.  Sellers,  1891,  and  H.  C. 
Tolman  and  G.  C.  Scoggin's  Mycenccan  Troy,  1903. 


CHAPTER  rV 
GREEK  ARCHITECTURE 

The  Greek  architects  devoted  themselves  above  all  to  the 
problems  of  the  colimin  and  lintel,  creating  forms  which  no 
later  Western  people  has  ever  wholly  forgotten.  The  open- 
air  life  which  the  climate  invited,  the  simplicity  of  Greek 
ideals,  made  no  demands  for  the  covering  of  large  spaces 
which  the  lintel  could  not  meet,  and  the  arch  remained  con- 
fined to  minor  uses.  Respect  for  tradition  kept  the  essential 
form  of  certain  types  relatively  constant,  and  gave  oppor- 
tunity for  study  of  the  more  delicate  problems  of  expression. 
Two  separate  systems  of  columnar  forms,  the  Doric  and  the 
Ionic,  were  perfected  in  long  development  by  the  two  prin- 
cipal branches  of  the  Greek  race.  When  these  forms  came 
to  be  common  property,  their  details  were  not  mingled,  but 
kept  distinct,  as  recognized  ** orders."  A  third  order,  the 
Corinthian,  was  a  relatively  late  artistic  creation. 

Natural  conditions  and  materials.  In  Greece  there  was 
less  external  compulsion  in  the  formation  of  the  architectural 
style  than  there  was  in  Egypt  o-"  Babylonia,  where  climatic 
conditions  were  extreme  and  the  choice  of  building  materials 
was  restricted.  Neither  drought  nor  floods  were  customary; 
wood  and  stone  were  both  available.  Natural  conditions 
still  made  themselves  felt,  of  course,  but  in  a  more  subtle 
way.  The  proportions  of  the  structural  members  were  in- 
fluenced by  the  strength  and  fineness  of  the  stone  available. 
In  the  West,  and  on  the  Greek  mainland  in  early  days,  it  was 
a  coarse,  p)orous  limestone.  In  Ionia  it  was  marble,  rela- 
tively fine-grained  and  strong.  At  Athens  marble  came  into 
general  use  in  the  fifth  century.  Even  in  early  days,  how- 
ever, the  materials  everywhere  left  a  wide  freedom  in  the 
choice  of  forms. 
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Personality  and  ideals  of  Greek  architects.  It  is  in  Greece 
that  the  personality  of  individual  architects  first  becomes  clear, 
in  spite  of  the  limitations  laid  on  them  by  tradition.  They 
knew  and  discussed  what  they  were  about,  as  the  titles  of  a 
long  series  of  technical  writings  attest.  Their  underlying 
theory  was  a  formal  one,  which  hoped  to  have  exhausted  the 
significance  of  beauty  in  the  phrase  *' unity  in  variety."  The 
favorite  instance  of  beauty  was  musical  harmony  with  its 
physical  laws.  This  found  its  closest  analog}^  among  all  the 
arts,  in  architecture.  It  is  not  surprising,  therefore,  that  the 
quality  sought  among  all  others  was  s}Tnmetr}%  in  a  broad 
sense.  The  Roman  writer,  Vitruvius,  who  drew  his  material 
from  Greek  sources,  defines  s^Tnmetry  as  "the  proper  agree- 
ment of  the  same  members  of  a  work,  and  the  proportional 
correspondence  of  the  several  parts  to  the  form  of  the  whole 
object."  The  Greeks  kept  units  for  different  purjDOses  dis- 
tinct, and  could  impress  on  each  a  homogeneous  form,  sym- 
metrical also  in  the  modem  restricted  sense  of  having  corre- 
si)onding  halves.  They  studied  proportions  to  secure  not 
only  a  general  harmony  in  the  relative  massiveness  or  slen- 
demess  of  .all  the  ])arts,  but  also  a  mathematical  relation  be- 
tween their  dimensions — an  equality  of  ratios,  or  a  common 
dividing  module.  The  application  of  these  unifying  prin- 
ciples however,  was  not  mechanical.  Subtle  modifications 
were  introduced  for  the  puri)ose  of  securing  a  still  higher  de- 
gree of  organization,  and  sometimes  for  the  sheer  avoidance 
of  too  monotonous  uniformity. 

Development.  The  dcvelojmient  of  the  architecture  of 
Greece  was  from  uncertainty  to  extreme  refinement,  and  then 
to  a  less  restrained  magnificence.  The  elements  of  the  early 
monuments  were  gradually  co-ordinated  and  harmonized, 
until  the  central  moment  was  reached  in  Periclean  Athens 
in  the  fifth  centun^  B.C.  Then  ensued  a  diffusion  of  energy 
in  elaboration  and  variation  of  the  acce])tcd  themes,  a  search 
for  novel  motives,  accom])anied  by  the  solution  of  the  new 
])roblems  created  by  wealth  and  luxur\'. 

Periods.  The  chief  races  of  historic  Greece  first  appear 
about  iioo  B.C.,  on  the  ruins  of  the  older  ^gcan  ci\'ilization. 
The  archaic  or  formative  period  of  their  characteristic  styles 
began  roughly  with  the  beginning  of  the  OhTnpic  games,  in 
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776,  the  first  expression  of  national  unity.  It  closed  with  the 
final  repulse  of  the  Persian  and  Carthaginian  attacks  in  480- 
479,  which  left  the  Greeks  conscious  of  their  powers  and 
stimulated  the  production  of  their  maturer  works  of  art. 
The  period  of  native  development  extended  roughly  till  the 
Macedonian  conquest  of  Greece  and  Asia,  338-323.  The 
splendid  expansion  known  as  Hellenistic  art,  in  which  the 
Greek  inheritance  was  modified  by  Asiatic  influences,  con- 
tinued until  the  Roman  conquest,  in  the  second  century  B.C., 
gave  a  new  direction  to  Greek  energies. 

Relation  of  Doric  and  Ionic  architecture.  Doric  architecture 
and  Ionic  were  at  first  distinct  styles,  and  their  subsequent 
intermingling  should  not  obscure  their  separate  origin  and 
different  fortunes.  At  the  opening  of  the  historic  period  the 
Dorians  occupied  the  Peloponnesus  and  central  Greece,  hav- 
ing repressed  certain  of  the  earlier  tribes  and  forced  others  to 
an  eastward  migration.  The  lonians  occupied  Attica,  the 
central  islands  of  the  JE^ean,  and  the  coast  of  Asia  Minor 
opposite,  called  specifically  Ionia;  the  ^Eolians  the  Asiatic 
coast  to  the  north.  It  was  in  Ionia  and  the  ^olian  towns, 
under  the  influence  of  Asiatic  models,  that  the  style  called 
Ionic  had  its  rise,  and  to  this  territory  and  the  neighboring 
islands  it  remained  almost  confined  until  late  in  the  fifth 
century.  All  the  rest  of  Hellas,  including  Attica,  meanwhile, 
was  engaged  in.  developing  another  style,  called  by  contrast 
the  Doric,  which  had  its  roots  in  the  national  inheritance 
from  native  civilization.  The  Ionic  might  have  been  called 
provincial  had  not  Ionia  then  stood  in  the  lead  in  civilization, 
wealth,  and  art.  She  held  firmly  to  her  own  style,  so  that 
but  a  single  Doric  temple  is  to  be  found  on  Asiatic  soil.  It 
was  not  until  after  the  Athenian  naval  confederacy  brought 
the  two  shores  into  more  intimate  relations  that  Ionic  forms 
began  to  penetrate  continental  Greece  to  any  considerable 
extent  or  to  be  influenced  by  those  of  Doric  architecture. 

Archaic  period,  776-4^^.  The  leaders  in  artistic  productive- 
ness during  the  formative  period  in  Greece  were  the  Ionian 
cities  of  Asia  Minor  and  the  newly  founded  colonies,  mostly 
Dorian,  of  southern  Italy  and  Sicily.  Their  lands  were  more 
fertile,  their  inhabitants  more  enterprising,  than  those  of 
Greece  itself,  so  that  they  early  attained  a  wealth  and  culture 
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quite  beyond  the  j^eneral  simplicity  of  the  mainland  cities. 
Among  the  more  important  centers  in  Ionia  may  be  mentioned 
Ephesus  and  Samos,  with  their  gigantic  early  temples;  in 
the  west,  Selinus,  Akragas,  Syracuse,  Tarentimi,  and  Pa^stum. 
On  the  mainland  Athens  alone,  under  the  wise  rule  of  Pisis- 
tratus,  gave  brief  promise  of  taking  rank  with  these.  Aside 
from  buildings  of  practical  utility  such  as  fortifications  and 
fountain  houses,  almost  the  only  public  monuments  were  the 
temples.  Singly,  or  impressively  grouped  on  the  acropolis 
or  in  a  sacred  inclosure,  they  dominated  the  modest  houses 
of  the  city.  In  harmony  with  the  materials  available,  the 
Ionic  forms  were  delicate,  slender,  and  graceful,  the  Doric 
generally  heavy — both  with  full  and  sweeping  curves  in  the 
capital.  The  adjustment  of  various  details  was  still  subject 
to  great  uncertainty,  esj^ecially  in  the  Doric  order,  with  its 
unconqucred  difficulties  and  its  local  varieties  in  colonies 
under  Achaean  or  i^olian  influence.  Only  in  the  last  years 
of  the  sixth  century  was  a  final  solution  approached. 

Central  period:  fifth  century.  The  awakening  of  national 
consciousness  after  the  Persian  wars,  and  the  fiftv  vears  of 
comparative  peace  that  followed,  inaugurated  what  has 
usually  Ixien  considered  the  great  i)eriod  of  Greek  art.  The 
rebuilding  of  the  ruined  monuments  of  northern  and  central 
Greece  stimulated  a  rai)id  development  to  maturity  during 
the  fifth  century.  Ionia,  to  be  sure,  was  slow  in  recovering, 
and  built  little;  but  elsewhere  throughout  Hellas  there  was 
the  greatest  activity.  Though  the  western  colonies  retained 
their  ])r()sperity,  the  mainland  now  rapidly  took  the  lead  in 
art  and  culture.  The  spoils  of  victory  contributed  to  the 
devel()i)ment  of  the  great  national  sanctuaries,  such  as  Delphi, 
OI>Tni)ia,  and  Delos,  with  their  temples,  their  proj^ykea,  and 
their  treasuries  (Fig.  35).  The  evolution  of  the  drama  now 
first  added  the  theater  to  the  arehitectural  problems.  The 
forms  of  the  Doric  order  assumed  their  nonnal  relations, 
which  imposed  themselves  wherever  the  style  was  u.sed. 

Athens  timier  Pericles,  461-4^0.  At  Athens,  where  the 
destruction  had  l)een  most  coin])lete  and  the  subsequent 
victory  most  fruitful,  a  happy  combination  of  circumstances 
produced  buildings  of  unicjue  refinement.  At  precisely  the 
moment  when  naval  su])remacy  and  Asiatic  conquests  were 
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placing  Athens  in  close  touch  with  the  rich  art  of  her  Ionian 
kinsmen,  all  of  her  sanctuaries  were  to  be  rebuilt.  The 
marble  of  Mount  Pentelicus,  now  first  appreciated,  furnished 
a  worthy  medium,  permittinj:;  more  slender  forms.  Ionic 
fervor  infused  the  stately  forms  of  Doric  architecture  with  a 
new  spirit  of  grace.  The  Ionic  forms  themselves  were  even 
employed,  although  radically  modified  by  Doric  traditions. 
The  full  advantage  of  the  moment  would  not  have  been  seized 


ih;.  in— athkns.    the  eriiCHThelm,  fkum  ihk  west 

had  not  tlic  Alhonian  democracy  been  dominated  by  a  man 
of  the  insight  of  Pericles,  His  diversion  of  the  Dclian  treasure 
to  the  adornment  of  Athens  won  for  him  the  denunciation  of 
contemporaries,  Imt  miiih  his  city  the  admiration  of  the  world. 
The  Parthenon  {Figs.  i6  and  17),  the  Prnpyhca  of  the  Acropo- 
lis, the  temple  of  Athena  Nike,  and  the  Erechtheum  {Fig  18), 
show  the  extreme  refinement  whieh  Greek  art  maintained  for 
a  few  )'ears  before  seeking  other  less  subtle  expressions. 
The  collalioration  of  Phidias  anil  his  school  gave  a  noble  and 
api)ropriatc  sculptured  decoration.  At  the  Pira^is,  where 
Pericles  had  almost  a  free  hand,  he  brought  the  whole  city 
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into  architectural  composition,  according  to  a  rectangular 
street  plan  made  by  Hippodamus  of  Miletus. 

Central  period:  fourth  century.  The  fourth  century  found 
the  mainland  exhausted  by  civil  war,  which  continued  with 
brief  intervals  till  the  Macedonian  conquest,  and  gave  little 
encouragement  to  building.  At  defeated  Athens,  especially, 
means  were  lacking  for  anything  but  immediate  practical 
needs.  It  was  from  Athens,  however,  with  her  daring  inno- 
vations, her  wonderful  monimients  of  the  preceding  period, 
that  the  other  cities  took  their  inspiration.  Sparta  and 
Thebes,  which  the  turn  of  events  successively  brought  to 
power,  gave  signs  of  entering  on  the  patronage  of  art,  although 
time  did  not  permit  them  to  accomplish  much.  The  new 
cities  of  the  Peloponnesus,  Mantinea,  Megalopolis,  and 
Messene,  are  tx^^ical  of  the  period.  In  the  west,  the  Cartha- 
ginian destruction  of  Greek  cities  in  Sicily  in  409-406  was  fol- 
lowed by  a  long  paralysis,  during  which  the  palace  of  the 
tyrant  Dionysius  at  Syracuse  was  almost  the  only  important 
production.  With  the  civic  revival  there  toward  the  end  of 
the  fourth  centur>'  some  temj^le-building  once  more  began. 
It  was  in  the  cities  of  Asia  Minor,  though  they  were  again 
partly  under  Persian  rule,  that  the  greatest  and  most  char- 
acteristic monuments  of  the  time  were  erected.  The  re- 
building of  the  temples,  many  of  which  had  lain  in  ruins  for 
more  than  a  hundred  vears,  was  commenced  on  a  scale  that 
overshadowed  ever>i:hing  in  the  mother  country.  The  Ionic 
temples  at  Ephesus  and  Priene  were  completed  by  the  time 
of  Alexander's  invasion,  334;  the  temple  at  DidvTna,  near 
Miletus,  the  greatest  of  all,  was  begun  immediately  after. 
For  the  half-independent  rulers  of  Caria,  Greek  artists  laid 
out  the  city  of  Halicarnassus,  and  built  there  the  colossal 
tomb  of  Mausolus  which  has  given  its  name  permanently 
to  funerary  architecture. 

Types  of  buildings  in  the  central  period.  The  temple  still 
retained  first  place  in  importance,  though  not  in  the  same 
degree  as  formerly.  In  Greece  as  well  as  in  Asia,  at  the 
national  religious  centers,  notably  Olympia  and  Delos,  im- 
portant monimients  were  added,  and  Rpidaurus  took  rank 
with  these  through  a  group  of  new  buildinj^^s  designed  by  the 
sculptor   Polyclitus    the  younger.     In  Asia  the  early  native 
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forms  of  the  Ionic  order  were  matured  and  developed.  In 
Greece,  the  Doric,  Athenian  in  proj^ortion,  remained  most 
usual  on  the  exterior.  The  atticized  Ionic  and  the  Corinthian 
were  now  used  also,  in  interiors,  and,  above  all,  in  the  beautiful 
circular  temj^les  which  beciune  popular.  In  the  west  the 
traditional  Doric  was  still  used  exclusively,  with  but  little 
modification.  Greater  independence  apjx^ars  in  the  new 
types,  resi)ondinj^  to  new  requirements.  Every  city  and  every 
great  sanctuary  now  asj^ired  to  have  its  theater  in  stone,  a 
new  monumental  problem  typical  of  rising  standards  of 
luxury  and  convenience.  By  the  time  of  Alexander  the 
stadion  also  was  lined  with  stone.  At  Megalo]X)lis  a  great 
covered  assemblv-hall  was  built  bv  the  Arcadians,  with 
terraced  scats  for  six  thousand  men.  On  the  other  hand, 
architecture  entered  the  service  of  individuals,  wealthy 
citizens  vying  with  the  princes  of  the  monarchical  states  in 
the  erection  of  elaborate  houses  and  tombs. 

Hcllcnisiic  period.  The  years  334  to  323  witnessed  Alexan- 
der's brilliant  conquests,  which  opened  the  east  to  Greek  in- 
fluence, not  without  a  certain  reaction  on  the  art  of  Greece 
itself.  Outer  circumstances  were  never  more  favorable  to 
art  than  in  the  new  em])ires  of  his  successors,  where  all  was 
to  be  created,  yet  where  every  means  was  at  hand.  The  new 
capitals,  Alexandria,  Antioch,  aiid,  later.  Pergamon,  became 
the  centers  of  artistic  activity,  though  Rhodes  and  the  Ionian 
cities  ])resse(l  them  closely.  In  (ireece  itself  the  great  heritage 
of  earlier  monuments  and  the  prevailing  financial  exhaustion 
were  unfavorable  to  building.  The  as])ect  of  Athens.  Delphi, 
and  01yTn])ia,  for  instance,  remained  practically  unchanged. 
Only  in  regions  now  first  raised  to  imj^ortance,  such  as^tolia 
and  Epirus,  were  many  considerable  monuments  erected. 
In  Sicily  official  art  had  its  last  after-glow  under  the  later 
tyrants  of  Syracuse. 

Changes  in  problems.  Ever\'Avhere  architecture  had  to  con- 
cern itself  with  j)robIems  in  the  design  of  whole  cities.  It  fol- 
lowed the  precedents  earlier  set  by  llippodamus  in  the  wide- 
s])read  ado])ti{)n  of  a  rectangular  ])lan.  Traffic  and  hygiene 
were  considered,  as  well  as  a])])earanre.  At  Alexandria  the 
two  chief  streets  had  a  breadth  of  over  a  hundred  feet,  with 
sjwers  and  water-mains  beneath.     The  citv  took  on  some  of 
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the  many  aspects  of  a  modem  metropolis,  with  its  museum 
and  Hbrary,  its  great  park,  its  vast  harbor  with  the  mole,  and 
the  great  lighthouse  called  the  Pharos.  The  embellishment  of 
these  cities  gave  opportunities  which  the  architects  employed 
in  striving  to  outdo  all  previous  works  in  splendor  and  mag- 
nificence. The  execution  of  the  great  temples  at  Miletus  and 
Magnesia,  the  gigantic  altars  of  Pergamon  and  of  Syracuse, 
the  Serapeion  at  Alexandria  within  its  vast  colonnaded  court, 
all  fell  in  this  period.  Still  more  characteristic  were  the 
sumptuous  palaces  of  the  rulers  and  even  of  private  citizens, 
the  public  buildings  of  every  kind,  council-houses,  and  gym- 
nasia. Philanthropy  sometimes  gave  architecture  a  new  direc- 
tion, as  when  parks  and  g>Tnnasia  were  established  to  keep 
some  benefactor  of  the  city  in  grateful  remembrance,  the 
tomb  or  a  commemorative  monument  being  a  central  but 
subordinate  feature.  The  market-places  were  surrounded  by 
porticos  and  the  chief  streets  even  were  lined  with  colon- 
nades. 

Changes  in  detail.  Amid  all  this  lavishness  something  was 
inevitably  lost.  The  extreme  refinements  of  form,  the  subtle 
curves,  were  succeeded  by  a  richer  ornament  and  a  bolder 
membering.  The  result  was  technically  more  facile,  more 
easily  appreciated,  and  by  these  very  qualities  it  was  fitted 
to  the  needs  of  a  sophisticated  and  comi)lcx  civilization.  The 
Ionic  order,  changed  by  return  influences  from  Athens  into 
Mts  final  shape,  was  now  the  favorite;  the  Corinthian  order 
became  more  and  more  common.  As  the  interchange  of 
ideas  increased,  the  form  of  the  coltmm  was  no  longer  de- 
pendent on  racial  tradition.  Instead  there  grew  up  a  prin- 
ciple by  which  the  traditional  forms,  though  kept  distinct, 
were  objects  of  free  choice  according  to  ai)i)ropriateness  of 
character.  The  arch  and  the  barrel  vault  were  used  oftener 
and  with  greater  boldness,  but  ne\'er  without  irreproachable 
abutment  by  solid  masses  of  masonry'-  or  earth.  It  was  at 
this  time,  above  all,  that  theoretical  writings  multiplied, 
and  mathematical  formulation  made  the  Greek  system 
imitable  in  the  barbarian  world.  Beyond  the  borders  even 
of  Hellenistic  Greece,  Parthia  imitated  her  clumsily  and  Rome 
became  her  most  faithful  jxipil. 

GrcBCO-Roman  period.     Under  the  domination  of   the  Ro- 
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man  Empire,  the  architecture  of  old  Greek  lands  never  wholly 
lost  its  individuality,  although  Roman  emperors  and  con- 
noisseurs delighted  to  adorn  Athens  with  new  monuments. 
The  transformations  which  continued  to  take  place  in  Greece 
and  Asia  Minor  were  rather  native  developments,  copied  and 
domesticated  at  Rome,  than  importations  from  the  capital. 
A  thousand  years  after  the  age  of  Pericles  we  shall  see  that 
Greek  genius,  rejuvenated  by  fresh  influences  from  the 
Orient,  had  still  vitality  to  produce  a  new  architecture  on  the 
shores  of  the  Bosphorus,  after  Rome  itself  had  fallen  in 
decay. 

Forms  of  detail.  In  Greek  architecture  great  attention 
was  directed  to  the  form  of  individual  details,  to  those  of 
the  columnar  systems,  above  all,  and  knowledge  of  these  and 
their  relations  is  correspondingly  necessary  for  intelligent 
study  of  buildings. 

Doric  forms.  The  Doric  forms  show  a  fixity  in  their  main 
lines  that  is  not  less  suri)rising  than  the  incredibly  painful 
experimentation  by  which  the  precise  canonical  relations  were 
finally  evolved  (Fig.  19).  The  constant  elements  which  dis- 
tinguish the  style  are  the  capital,  with  its  cushion  or  echinus, 
its  hea\^%  square  projecting  almcus;  the  frieze,  interposed 
between  cornice  and  architrave,  with  its  alternation  of  re- 
cessed metopes  and  fluted  triglyphs;  and  the  miuules  or 
hanging  i)lates  on  the  under  side  of  the  cornice.  The  shaft 
of  the  column  tapered  from  bottom  to  top,  diminishing  a 
fifth  to  a  third  of  its  lower  diameter,  usually  with  a  slight 
curve  or  swelling,  called  the  entasis.  The  line  of  the  shaft 
was  emi)hasizcd  by  vertical  flutings,  normally  twenty  in 
numlx?r  during  the  central  i)eriod,  meeting  on  a  sharp  edge 
or  arris.  Until  after  the  Periclean  age  the  column  remained 
comparatively  stout,  ranging  in  height  between  four  and  six 
times  its  lower  diameter.  Such  a  massive  sui)port  could  rest 
directly  on  a  platform  with(3Ut  seeming  to  need  a  transition, 
and  a  separate  molded  base  was,  in  fact,  added  only  in  a  very 
few  exceptional  cases.  A  common  base,  or  stylobate,  was 
always  furnished,  however,  by  raising  any  Doric  portico  at 
least  one  step  above  its  surrounchngs. 

Formal  relationships  in  the  Doric  order.  Critics  have  been 
unanimous  in  recognizing  in  the  mature  Doric  system  an 


FIG.  ig — THE  GREEK  DORIC  ORDER 


6o  A  HISTORY  OP  ARCHITECTURE 

organic  whole  of  the  most  expressive  character.  Its  prin- 
ciple consists,  above  all,  in  the  masterly  balance  of  the  vertical 
and  the  horizontal  tendencies  established  by  the  columns 
and  the  entablature,  and  in  the  management  of  the  transition 
between  them.  The  vertical  ** movement**  of  the  fluted 
column  is  arrested,  and  the  horizontal  movement  of  the 
entablature  is  foreshadowed,  bv  the  horizontal  abacus. 
This  is  itself  prei)ared  for  by  the  spreading  echinus  with  its 
encircling  bands  at  the  base,  and  by  the  incision  creating  a 
neck  below.  The  vertical  lines  of  the  columns  are  again  taken 
up  by  the  triglyphs,  less  strongly  emphasized,  but  twice  as 
num.erous;  once  more  arrested  by  their  little  cap,  and  finally 
echoed  in  the  low  mutulcs,  doubled  to  form  almost  a  con- 
tinuous line,  in  which  the  transition  is  completed.  Even  the 
^uttcB  or  *'dro])s"  beneath  the  triglyphs  and  mutules — 
thought  to  be  descendants  of  pins  in  primitive  wooden  fram- 
ing— have  equally  their  function  in  the  stone  entablature. 
They  are  ultimate  mediating  elements  between  horizontal 
and  vertical. 

Structural  expressions  in  the  Doric  order.  Coupled  with  all 
these  ])urely  spatial  relationships  are  equally  subtle  expres- 
sions of  structural  functions.  The  echinus  seems  to  give 
elastic  support;  the  trigly]:)hs  to  act  a.s  a  series  of  posts  bearing 
the  cornice,  with  the  metopes  as  filling-])lates  between.  In 
many  cases,  to  be  sure,  such  members  fulfilled  these  functions 
only  in  a])])carance.  The  ]:)rojecti()n  of  the  cajjital  was  re- 
lieved of  any  actual  load  by  a  slightly  raised  surface  over 
the  shaft.  Trigly])hs  and  metopes,  instead  of  being  articulate, 
were  often  cut  on  a  single  block.  It  was  the  visual  emphasis 
on  structure  which  was  valued. 

The  problem  of  the  angle.  The  inherent  difficulty  of  the 
mature  Greek  Doric  s\'stem  a])i)eared  when  it  was  used  in  a 
colonnade  turning  at  right  angles,  such  as  the  temj^le  peristyle 
which  was  its  princi])al  a])plication.  Since  the  thickness  of 
the  column  and  the  architra\'e  was  greater  than  the  width  of 
the  trigh'j)!!,  some  adjustment  was  necessary  to  bring  the 
triglyph  at  the  comer  of  the  frieze,  where  it  was  felt  to  be 
needed  both  as  a  structural  expression  and  as  a  musical 
cadence.  The  ])rol)lem  was  variously  solved:  by  w^idening 
the  metopes  near  the  comer;  by  s])acing  the  triglyphs  equally 
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from  one  comer  of  the  frieze  to  the  other  and  abandoning 
exactitude  of  axial  relation  of  columns  and  triglyphs;  by  con- 
tracting the  spacing  of  the  corner  columns;  and  by  various 
combinations  of  these  methods.  The  adjustments  neces- 
sary were  so  complex  that  it  may  well  have  been  from  this 
cause  that  noted  architects  of  the  fourth  century,  familiar 
with  the  Athenian  solutions,  but  preferring  a  simpler  arrange- 
ment, stigmatized  the  Doric  style  as  unfit  for  the  building  of 
temples. 

Doric  origins.  The  origin  of  many  forms  has  been  sought 
in  a  wooden  construction  which  was  superseded  by  the  one  of 
stone.  Elements  apparently  imitative  of  the  ends  of  wooden 
beams  occur  in  the  entablature  (Fig.  20).  The  complete 
absence  of  any  fragments  of  entablature  among  the  ruins  of 
certain  monuments  leads  to  the  conclusion  that  entablatures 
of  wood,  sometimes  incased  in  tcrra-cotta,  were  indeed  oc- 
casionally preser\^ed  throughout  the  classical  period.  Classic 
writers  mention  also  wooden  colimins  in  some  buildings, 
notably  the  temple  of  Hera  at  Olympia.  Here  the  testimony 
is  confirmed  by  the  remains,  which  show  columns  of  every 
period  in  the  same  building,  presumably  inserted  one  by  one 
as  the  wooden  columns  decayed.  Columns  of  wood,  however, 
can  scarcely  have  suggested  the  form  of  the  massive  Doric 
column.  The  wooden  supports  which  it  replaced  must  have 
been  of  some  different  proportions  and  detail,  now  uncertain. 
For  the  capital,  at  least,  Mycenaean  forms  furnished  the  pro- 
totype (f/.  Figs.  15  and  21),  as  they  did  for  the  plan  of  the 
tem])le  and  its  early  mode  of  construction.  Only  certain 
minor  motives  of  ornament  can  have  been  derived  from 
outside  of  Greece,  and  these  were  forms  like  the  fret,  or 
meander,  current  in  most  primitive  art,  which  the  Greeks 
may  well  have  invented  independently. 

Doric  development.  The  substitution  of  stone  for  wood  and 
tcrra-cotta  did  not  at  once  produce  the  consistent  normal 
arrangement  which  has  already  Ix^en  described.  A  long  de- 
velopment preceded  the  central  moment,  and  continued  after 
this  moment  was  past.  This  development  proceeded  steadily 
toward  higher  organization  in  such  technical  matters  as  the 
jointing  of  the  stones,  such  problems  as  those  presented  by 
the  corner  triglyph,  the  profiling  of  the  capital,  the  membering 
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of  the  entablature,  and  the  can^ang  through  of  a  module  or 
common  divisor  of  the  dimensions;  but  it  left  great  local 
freedom  in  the  choice  of  proportions.  Such  matters  as  the 
ratio  of  diameter  to  height  in  the  column,  of  diameter  to  inter- 
colimiination,  of  lower  diameter  to  upper  diameter,  which 
were  formerly  thought  to  have  evolved  uniformly  in  the 
direction  of  increasing  slendemess,  openness,  and  verticality, 
are  now  seen  to  vary  far  more  according  to  local  traditions 
which  remained  relatively  stable,  influenced  in  part  by  the 
building  material  available.  The  idea  of  a  universal  trend 
in  matters  of  proportion  was  one  arising  from  the  greater 
number  of  early  monuments  preserved  from  regions  and  cities 
where  heavy  proportions  prevailed,  and  from  the  ntmiber  and 
prominence  of  later  monimients  from  regions  like  Attica,  with 
their  slender  columns  of  marble.  The  later  temples  of  the 
west,  however,  kept  the  massiveness  of  their  colimms  along 
with  their  coarser  material;  those  of  the  east  likewise  show 
no  positive  tendency. 

Archaic  period.  During  the  archaic  period  the  capital 
retained  the  wide  and  bulging  echinus  of  its  Mycenaean 
ancestor,  as  well  as  the  hollow  beneath  (Fig.  21).  The 
architrave  was  narrow,   flush  with   the  upper  face   of  the 


T  of  Demeier  at  Paestum 


T  at  .-Kgina  Parthenon 

Drawn  with  upper  diameters  equal 


T  at  Nemea 


FIG.    21 — PROFILES    OF    GREEK    DORIC    CAPITALS,    ARRANGED    IN    CHRONO- 
LOGICAL   ORDER 


coltmrn  or  even  set  back  from  it;  the  triglyphs  were  broad, 
with  the  result  that  comer  triglyphs  could  still  be  nearly  on 
the  axes  of  the  columns.  The  resulting  metopes,  however, 
were  scanty,  so  that  the  mutules  over  them  had  often  to  be 
less  broad  than  those  over  the  triglyphs.  Little  attention 
was  paid  to  the  ordering  of  the  stone  joints,  which  were, 
to  be  sure,  covered  by  the  coating  of  stucco  always  used  with 
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the  porous  limestone  then  employed.  The  search  for  a 
module  began  certainly  by  the  middle  of  the  period,  although 
it  was  still  tentative.  Architects  hesitated  between  the 
lower  diameter  and  the  mean  diameter  of  the  colimms  for  its 
unit,  and  employed  an  independent  system  for  the  frieze. 

Central  period.  With  the  central  period  the  hollow  of  the 
capital  disappeared  and  the  echinus  took  on  a  steeper,  hyper- 
bolic profile  of  the  utmost  subtlety.  The  architrave  lost  the 
narrowness  reminiscent  of  wooden  origins,  but,  in  widening, 
made  the  problem  of  a  comer  trigl>'ph  a  serious  one.  In  the 
solution  adopted,  a  contraction  in  the  spacing  of  the  columns 
at  comers  became  universal.  The  entablature  took  on  its 
normal  form,  and  the  stone-jointing,  exposed  when  marble  was 
used,  became  regular,  bearing  an  organic  relation  to  the 
architectural  forms.  A  single  module  based  on  the  mean 
diameter  of  the  column  seems  to  have  been  applied  throughout 
the  columnar  system,  including  the  entablature. 

Late  period.  The  forms  thus  fully  established  in  the  fifth 
century  suffered  but  little  subsequent  change.  Except  in  the 
west,  to  be  sure,  the  Doric  style  was  almost  abandoned  by  the 
middle  of  the  fourth  century.  It  is  perhaps  due  to  influence 
from  Ionic  forms  that  a  late  Doric  example  on  the  mainland, 
in  the  tcm])lc  at  Nemea,  shows  such  slender  proportions — 
the  height  of  the  column  six  and  one-half  times  its  lower 
diameter.  Late  capitals  generally  lack  the  subtlety  of  line 
of  the  mature  form;  their  echinus  is  either  almost  straight 
or  rounded  into  a  quadrant. 

'onic  forms.  The  characteristic  features  of  the  Ionic 
columnar  system,  the  enduring  elements  of  contrast  with  the 
Doric,  arc  es])ccially  the  volute  ca])ital,  the  molded  base,  and 
the  cornice,  with  its  blocks  or  dentils.  Unlike  the  Doric 
capital,  the  Ionic  projects  on  two  sides  only,  in  the  direction 
of  the  architrave.  A  pair  of  spiral  scrolls  or  volutes  forms  a 
seemingly  resilient  intennediate  between  shaft  and  load.  In 
the  more  customary  form  which  became  universal,  these 
volutes  were  united  across  the  top  by  a  band,  resting  on  a 
circle  of  leaves  which  later  t(X)k  the  form  of  an  echinus  deco- 
rated with  "egg  and  dart."  The  abacnis  consisted  only  of  a 
narrow  molded  band.  The  slender  shaft  of  the  Ionic  column 
always  received  an  individual  base.     Among  many  forms, 
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the  most  widely  adopted  in  later  times  was  the  Attic  base- 


two  convex  moldings  or  toruses,  with  a  hollow  or  scotia  be- 
tween. The  shaft  itself  ranged  from  seven  and  one-half  to 
ten  lower  diameters  in  height,  with  a  slight  entasis,  and  with 
twenty-four  flutes,  normally  separated  by  small,  flat  fillets. 
The  architrave  was  divided  into  three  faces,  each  projecting 
slightly  over  the  one  below.  The  typical  cornice  was  dis- 
tinguished by  a  row  of  small  projecting  blocks,  which  took  the 
name  of  dentils  from  their  suggestion  of  teeth.  When  a 
frieze  was  introduced  between  architrave  and  cornice  it  had 
no  subdivision  into  isolated  panels  like  the  metopes,  and  was 
usually  decorated  with  a  continuous  band  of  sculpture. 

Formal  relationships  in  the  Ionic  order.  The  Ionic  system, 
especially  in  the  examples  without  a  frieze,  presents  a  har- 
monization of  horizontals  and  verticals  analogous  to  that  of  the 
Doric  order,  though  not  carried  into  such  fine  detail.  The 
dentils  correspond  both  to  triglyphs  and  mutules,  and  serve 
the  artistic  functions  of  both.  The  capital  is  in  some  respects 
even  better  fitted  than  the  Doric  for  the  task  of  carrying  a 
transverse  lintel,  for  its  projections  are  limited  to  the  sides 
where  support  appears  to  be  needed.  The  difference  between 
its  faces  creates  a  difficulty,  however,  when  a  comer  is  to  be 
turned — a  difficulty  no  less  real  than  that  created  in  the  Doric 
order  by  the  triglyphs.  The  usual  solution  adopted  was  to 
place  pairs  of  scrolls  on  the  two  adjacent  exterior  faces,  mak- 
ing the  comer  on  which  they  met  project  diagonally,  and 
letting  the  rear  faces  intersect  in  the  interior  angle. 

Ionic  origins.  The  Ionic  structural  forms  seem  to  have 
followed  wooden  prototypes  still  more  closely  than  the  Doric, 
even  in  the  colimm  and  the  capital  (Fig.  22).  The  columns 
are  relatively  very  slender;  their  capitals  suggest  the  saddle- 
piece  still  found  in  hea\^  wooden  framing.  Indeed  the  oldest 
capitals  show  a  simple  block,  rounded  at  the  lower  comers, 
with  scrolls  merely  painted  on  the  faces.  The  beam-ends  in 
the  entablature  are  unmistakable.  The  decorative  forms, 
among  which  the  scrolls  of  the  capital  are  the  most  note- 
worthy, can  be  traced  to  origins  in  the  interior  of  Asia. 

Ionic  development.  The  Ionic  development,  like  the  Doric, 
was  less  a  change  of  proportions  in  a  definite  direction  than  a 
change  of  character.     The  exuberance  of  the  early  examples 
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was  transformed  into  sleekness,  coherence,  and  elegance, 
simultaneously  with  the  taking  up  of  Doric  elements.  The 
volutes  of  the  early  capital  were  widely  projecting,  leaving 
the  echinus  below  exposed  for  its  full  circumference;  later 
they  were  drawn  in  and  reduced  in  relative  importance. 
The  frieze  was  first  introduced  into  the  entablature  by  the 
Athenian  architects  of  the  time  of  Pericles,  as  a  result  partly 
of  their  desire  for  richer  sculptured  decoration,  partly  of  their 
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Doric  trainin<:^.  With  a  fine  ai3])rcciati()n  of  structural  expres- 
sions as  well  as  of  artistic  suitability  thoy  su]:)pressed  the  dentils 
when  they  used  the  frieze,  since  these  would  have  no  longer 
come  o])])osite  the  ceiling  ])eanis,  and  would  have  seemed  to 
crush  the  delicate  figure  sculpture  em])l()yed.  Later  archi- 
tects were  not  so  scrupulous,  and  Hennogenes,  who  trans- 
planted the  Athenian  innovations  to  Asia  in  the  third  century, 
used  heavy  dentils  over  a  frieze  of  small  figures  (Fig.  23). 
The  final  hannonization  was  reached  in  the  great  temple  at 
Didyma,  where  the  frieze  was  brought  into  scale  with  the 
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dentils   by  a  repeating   decoration   of   large   Medusa-heads 
with  garlands  festooned  between. 

Corinthian  forms.  The  Corinthian  forms  did  not  compose 
in  Greece  a  system  completely  distinct.  They  were  essentially 
independent  inventions,  by  which  one  or  another  of  the 
traditional  Doric 
or  Ionic  forms 
could  be  replaced, 
and  which  their 
common  tendency 
to  richness  fitted 
for  use  in  com- 
bination. Earliest 
and  most  char- 
acteristic was  the 
capital,  consisting 
essentially  of  an 
inverted  bell,  sur- 
rounded by  rows  of 
acanthus  leaves, 
with  pairs  of  scrolls 
or  volutes  support- 
ing the  comers  of 
the  abacus.  The 
example  from 
Epidaurus  (Fig. 
24)  shows  the  type 
which  later  be- 
came normal,  with 
two  rows  of  eight 
leaves  each,  placed 
alternately,  exe- 
cuted with  a  sharp- 
ness and  deHcacy  in  which  Greek  carving  is  seen  at  its  best. 
Further  elements  which,  through  association,  contributed  to 
the  development  of  a  new  order,  were  the  cur\'ed  frieze,  and 
the  cornice  with  supporting  l^rackets — consoles,  or  modillions, 
as  they  are  called.  The  ripened  product  of  this  development 
had  a  harmonious  luxuriance  and  an  adaptability  to  varied 
uses  which  gave  it  the  advantage  over  the  Doric  and  Ionic 
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forms.     Here  there  was   neither   the  problem  of  a  comer 
trij;lyph  nor  th:it  of  an  angle  capital. 

Formal  relationships  in  the  Corinthian  order.  As  in  the 
Ionic  examples  in  which  a  jilain  frieze  reinforced  the  tendency 
of  the  architrave,  vertical  and  horizontal  lines  were  strongly 
opposed  rather  than  blended,  but  the  capital,  by  its  bell  and 


silhouette,  carried    the   line  of   the   shaft  ovtT  into  the  en- 
tablature in  a  way  which  was  none  the  less  adequate. 

Corinlhiaii  ilc:rl<'l>Jtiriit.  The  naine  Corinthian  comes  from 
Vitruvius,  who  relates  the  fammis  myth  of  the  invention  of 
the  caiiital  by  Ca!liinaehus  at  Corinth,  on  a  suj;j,'estion  from 
acanthus  leaves  firowing  about  a  basket,  with  tendrils  curling 
beneath  a  tile  laid  over  it.  As  a  matter  of  fact,  the  earliest 
example  preserved  is  the  sinj^'lc  capital  employed  by  Iktinos 
at  Bass;e.  almut  420.  inspired  very  jmssibly  by  the  later  loti- 
fomi  capital  of  the  Ej^-yptians.  with  whom  the  Athenians  were 
in  close  Inuch  in  the  miildle  of  the  liflh  cenlur>-.  At  Bassa; 
the  Corinthian  column  is  simply  a  variant  eniplnyed  side  by 
side  with  the  Ionic,  under  the  same  enlahlatiire  of  Attic-Ionic 
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form.     At  Epidaurus  and  elsewhere,  in  the  fourth  century, 
it  was  often  employed  independently  for  an  interior  colonnade, 
and  in  334  it  was  used  on  an  exterior  for  the  first  time  we 
know,  in  the  delicate  Monument  of  Lysicrates  in  Athens 
(Fig.    25).     The  earliest   building  still   preserved  in   which 
Corinthian  ordonnance  was  employed  throughout  on  large 
scale  is  again  at 
Athens,    the    gi- 
gantic temple  of 
Zeus,  carried  up 
in  the  second  cen- 
tury B.C.  on  the 
foundations   laid 
long    before    by 
Pisistratus.      As 
the    work   was 
done    at     the 
charge    of   the 
Seleucid    em- 
peror, Antiochus 
IV.,  it  may  well 
be    questioned 
whether  the  lost 
monuments  of 
Antioch  may  not 
haveaffordedstill 
earlier    examples 
of  a  raonimiental 

use  of  Corinthian       "''■  ^S-athens.    monument  of  lysicrates 
forms.      These 

reached  their  greatest  vogue  and  highest  development  under 
such  Hellenistic  sovereigns  and  their  successors  the  Romans. 

Figure  supports.  In  exceptional  cases  figures  of  men  or  of 
women  were  used  as  supjjorts — Atlantes  or  car\'atids,  as  they 
are  called — with  rich  and  graceful  results.  This  w;ir  notably 
so  in  the  "Porch  of  the  Maidens"  of  the  Ereehthcum  at 
Athens  (Fig.  18). 

Size  and  proportion  of  ntcmbcrs  of  the  coluinttar  orders. 
The  size  of  members  in  all  the  orders  varied  greatly  without 
much  aflecting  their  form.     Examples  of  all  three  occur  in 
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wiiich  the  columns  arc  over  fifty  feet  in  height,  as  well  as 
others  in  which  they  arc  less  than  fifteen.  The  distance  from 
axis  to  axis  of  the  columns  ranj^cd  from  five  feet  two  inches 
in  the  tem])le  of  Athena  Nike  to  twenty-one  feet  nine  inches 
in  the  temple  of  Apollo  at  Sclinus.  The  relation  between 
hci},'ht  and  spacing  was  for  the  most  part  an  arbitrary  and 
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fnniia!  one,  rather  than  a  variable  one  determined  by  the 
ultimate  bearin;^  ])ower  of  the  materials.  In  temples,  the 
'  spacing  of  Doric  columns  was  in  general  alxiut  one-half  their 
heij^ht,  that  of  Ionic  columns  about  one-third  their  hci(^ht. 
If  structural  c(jnsi(lerali(>ns  h;id  been  dominant  the  length 
of  llie  lintels  would  have  rem[iined  more  nearly  fixed,  and  the 
ratios  would  ha^"e  tended  to  \-ary  in\'ersely  as  the  height  of 
the  columns.  The  .pro]Hirtions  of  architra\TS  arc  likewise  not 
strictly  deiJendent  on  an\'  statical  law,  though  marble  archi- 
traves, and  laic  architraves  j^'cncrally,  are  relatively  somewhat 
thinner  than  the  early  ones  ut"  coarse  limestone.  Doric 
architraves  of  the  mature  period,  whether  of  stone  or  marble, 
ha\'e  a  height  of  about  one-third  of  their  lenj^ih;  Ionic  archi- 
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traves  of  the  Hellenistic  period,  about  one-quarter.  Among 
the  other  factors  involved  there  would  seem  thus  to  have  been 
an  increasing  structural  boldness.  The  variety  in  the  propor- 
tions of  constructive  forms  of  different  orders,  the  identity 
of  proportions  in  the  same  order  at  different  scales,  are  in- 
dications, however,  of  a  wide  margin  of  safety,  a  habitual 
generosity  of  strength. 

Walls.  Aside  from  the  employment  of  the  colimin  with  its 
rich  apparatus,  Greek  buildings  were  simple  almost  to  bareness. 
The  Greeks  ordinarily  applied  no  relief  ornament  to  walls, 
but  gained  their  effect  by  the  regular  jointing  of  finely  coursed 
masonry.  Smooth-faced  blocks  were  used  for  the  best  work; 
but  in  heavy  walls  blocks  dressed  only  at  the  edges,  or  with 
the  joints  emphasized  by  marginal  draftings,  were  employed, 
a  practice  increasing  as  time  went  on.  In  cases  where  a  wall 
and  a  colonnade  were  fused,  with  the  columns  attached  or 
engaged  to  the  wall,  as  in  the  west  fagade  of  the  Erechtheum 
(Fig.  18)  or  the  *' Temple  of  the  Giants'*  at  Akragas  (Fig.  26), 
this  was  usually  due  to  exceptional  causes,  which  over- 
balanced the  Greek  tendency  toward  simplicity  of  structural 
expression.  Where  the  end  of  a  wall  had  to  support  an 
architrave  it  was  treated  as  a  special  member,  the  anta,  with 
its  own  capital  and  base,  differing  from  those  of  the  column. 

Moldings.  The  base  and  the  crown  of  the  wall,  the  transi- 
tion between  horizontal  and  vertical,  were  emphasized  and 
rendered  less  abrupt  by  special  members,  ranging  from  a 
simple  vertical  plinth  or  fascia  to  an  elaborate  suite  of  carved 
moldings.  These  moldings  (Fig.  27),  of  which  we  have 
already  seen  examples  in  the  Doric  echinus  and  the  Ionic  base, 
are  among  the  most  enduring  of  Greek  creations.  Based 
on  the  simple  and  imiversal  forms  of  the  convex,  concave, 
and  reverse  curves,  they  attained  distinction  by  subtle  variety 
of  contour,  never  following  an  obvious  circular  arc,  and  by 
judicious  selection  for  the  different  functions  of  crowning, 
supp)ort,  and  footing.  A  characteristic  instance  is  the  em- 
ployment of  the  reverse  cur\'e,  or  cvina.  The  c>Tna  recta, 
in  which  the  thin  concave  portion  projects,  was  ordinarily 
used  only  as  a  free  crowning  feature;  whereas  the  cur\'e  in 
its  other  position,  the  cynia  re  versa,  was  used  when  strength 

was  required.     For  the  base  of  the  wall  in  Doric  buildings,  a 
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high  course  of  stones  standing  vertically,  with  a  projecting 
plinth  below,  was  used;  in  Ionic  buildings,  molded  bases 
analogous  to  those  of  the  anta^,  having  as  their  most  frequent 
constituents  a  torus  or  a  reversed  c>Tiia,  and  a  plinth.  For 
the  support  of  projecting  beams  or  cornices  the  Doric  builders 

used  a  characteristic 
hooked  beak-molding, 
the  Ionic  builders  the 
ovolo  —  like  the 
echinus  in  profile — or 
the  cyma  reversa. 
Richer  combinations 
show  a  studied  flow 
and  contrast  of  line, 
punctuated  by  narrow 
flat  fillets  or  half- 
round  beads. 

Ornament.  Empha- 
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fig.  27 — greek  and  roman  moldings. 

(revnatd) 


sis  on  the  structural 
anatomy  was  also 
gained  by  carving  and 
painting.    These  were 
usually    confined    to 
restricted  fields,  as  in  < 
the  Doric  and   Ionic  "^ 
friezes,  contrasting 
with  the  simphcity  of 
the  wall  surfaces. 
Moldings   themselves 
were  thus  enriched  by    \ 
painting  in  the  Doric    ) 
order,  by  carxdng,  re- 


inforced by  color,  in  the  Ionic  marble.  The  greatest  judg- 
ment was  exercised  in  the  selection  of  motives  of  orna- 
mentation to  accentuate  rather  than  disguise  the  form  of 
surface  to  which  they  were  applied.  Thus  the  fret,  with  its 
severe  rectangiilarity,  was  reser\'ed  for  flat  bands.  Curved 
moldings  were  decorated  with  motives  having  lines  which 
were  i)arallel  or  perpendicular  to  elements  of  the  surface,  or 
which  repeated  its  profile — the  egg  and  dart  for  the  ovolo,  a 
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heart-shaped  leaf  for  the  cyma  reversa — thus  harmonizing 
from  every  point  of  view. 

Doors.  Doors  and  windows  were  always  square-headed 
when  used  moniunentally  in  mature  Greek  times.  They  had 
their  jambs  sometimes  vertical,  but  frequently  inclined  some- 
what inward,  a  device  recognized  by  Hellenistic  architects  as 
increasing  the  apparent  height.  Important  openings  were  em- 
phasized by  a  casing  of  bronze,  or  by  projecting  moldings 
similar  to  those  of  an  Ionic  architrave.  These  were  carried 
not  merely  across  the  top,  but  down  the  sides  as  well,  or  even, 
in  the  case  of  windows,  completely  around.  The  ear,  pro- 
duced by  making  the  lintel  project  beyond  the  jambs,  was  a 
characteristic  instance  of  Greek  structural  emphasis. 

Arches  and  vaults.  In  less  highly  finished  constructions, 
such  as  town  walls  and  substructures,  corbelled  arches  and, 
later,  true  arches  were  often  used.  The  oldest  arched  gate- 
ways preserved,  in  Acamania,  do  not  date  before  the  fifth 
century.  In  the  fourth  century  the  barrel  vault  was  used  for 
certain  subterranean  tomb  chambers.  In  the  second  cen- 
tury, among  a  nxmiber  of  vaults  at  Pergamon,  occurs  an 
arched  bridge  of  the  bold  span  of  twenty-seven  feet.  Thus 
the  arch,  which  was  scarcely  an  element  of  Greek  architectiwe 
in  its  first  prime,  was  handled  in  Hellenistic  times  with 
steadily  increasing  technical  mastery. 

Ceilings,  roofs,  gables,  acroteria.  The  roofs  of  Greek  build- 
ings were  of  tile,  supported  by  wooden  beams,  which  usually 
rested  on  intermediate  walls  or  colimins.  A  knowledge  of 
the  truss  is  not  proved.  In  most  cases  the  beams  must  have 
remained  visible  from  below,  though  in  some  examples  wooden 
ceilings  with  panels  or  coffers  are  i)ossible.  Where  marble  was 
at  command  its  strength  made  stone  ceilings  over  the  temple 
porticos  technically  possible.  In  the  north  porch  of  the 
Erechtheimi  there  are  marble  beams  twenty  feet  in  length. 
The  gable  roof,  traditional  from  Mycenaean  days,  was  usual; 
hip-roofs,  with  four  slopes,  were  rare.  The  gal)les  formed  tri- 
angular pediments,  with  the  cornice  carried  up  the  slope,  and 
its  members,  except  the  crowning  c\Tna,  or  gutter,  running 
across  horizontally  also.  The  pediments  were  often  filled  with 
sculpture  in  relief  or  in  the  round,  and  the  comers  of  the  gable 
were  accentuated  by  sculptured  ornaments  called  acroteria. 
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Larger  elements  of  composition.  In  the  larger  elements  of 
composition  Greek  architecture  showed  the  same  conservatism 
as  in  the  details.  At  the  basis  of  the  chief  national  forms  lay 
the  megaron,  which  remained  the  essential  element  of  the 
Greek  house  after  the  Dorian  invasion,  as  it  had  been  in 
Mycenaean  times.  The  long,  narrow  hall,  either  with  a  single 
nave  or  divided  by  longitudinal  ranges  of  columns  into  two 
or  three  aisles,  remained  the  most  characteristic  element  of 
Greek  plans,  capable  of  varied  applications.  It  was  em- 
ployed for  the  temple,  for  the  stoa,  the  most  typical  of 
Greek  secular  buildings,  and  commonly  for  any  buildings 
which  might  be  required  for  extraordinary  purposes,  such  as 
the  Athenian  arsenal  at  the  Piraeus.  During  the  periods  of 
native  development  the  model  was  scarcely  abandoned  except 
under  compulsion,  in  cases  when  it  would  have  had  disad- 
vantages too  serious  to  be  overlooked.  Such  cases  occurred 
when  a  large  company  were  to  assist  at  a  spectacle,  as  in  cer- 
tain halls  of  mysteries,  the  theater,  and  the  odeion,  the  forms 
of  which  were  suggested  directly  by  the  practical  require- 
ments. The  exterior  peristyle,  a  continuous  enveloping  colon- 
nade first  adopted  in  the  temples  (Fig.  28),  was  the  most 
striking  element  of  exterior  effect,  finding  later  applications 
in  tombs  and  moniunents.  The  peristylar  court  and  the 
square  hall  with  an  interior  peristyle — essentially  Oriental 
motives — became  acclimated  in  Greece  in  Hellenistic  times. 

Types  of  buildings.  As  the  first  people  of  democratic 
institutions,  intellectual  freedom,  and  athletic  life,  the 
Greeks  first  met  and  solved  the  architectural  problems  which 
these  involve,  creating  the  council-house,  the  theater,  the 
stadium,  and  other  persistent  European  types.  Private 
life  was  relatively  subordinate  and  domestic  architecture 
was  simple.  Se])ulchral  monuments,  in  the  best  Greek 
time,  were  modest  works  of  sculpture.  All  the  resources 
of  the  state  during  its  j^rime  were  lavished  on  the  public 
buildings,  above  all,  on  the  temples,  the  centers  of  civic 
life.  Rising  perhaps  on  the  very  site  of  a  Mycenaean  palace, 
the  temple,  o])en  to  every  citizen,  svTnbolized  the  new 
social  order  with  its  rich  consequences  for  art. 

Religious  buildings.  The  fonns  of  the  religious  buildings 
were  in  part  conditioned  by  the  nature  of  the  Greek  cults, 
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in  part  by  traditions  of  primitive  origin.  In  the  worship 
of  the  chief  gods,  such  as  Zeus,  Apollo,  Athena,  and  Artemis, 
the  principal  ceremony  was  a  sacrifice  performed,  not  in  a 
closed  room,  but  on  a  great  altar  in  the  open  air.  A  sanc- 
tuary of  relatively  small  size  sufficed  for  the  house  of  the  god, 
giving  shelter  to  an  image  and  to  the  more  perishable  or 


more  valuable  offerings.  Though  almost  always  open  to 
the  people,  it  was  not  intended  for  the  assemblage  of  devo- 
tees. In  the  worship  of  certain  infernal  gods  the  ceremonies 
were  performed  behind  closed  doors,  but  in  most  of  these 
mystery-cults  the  number  of  the  initiated  was  small. 

The   temple:     essential    ekmcnts.     Under    these    circum- 
stances there  was  usually  no  difficulty  in  adopting  the  form 
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of  the  house,  the  deep  and  narrow  rectangular  megaron,  as 
the  fundamental  element  of  the  temple — namely,  the  cella 
or  naos  (Fig.  29  [i]).  This  was  normally  either  undivided 
or  divided  into  a  central  nave  and  narrow  side  aisles. 
Usually  the  cella  was  preceded  by  a  vCvStibule  or  pronaos, 
with  columns  in  antis  (Fig.  29  [3],  [6],  etc.);  less  often  it 
had  a  closed  vestibule  (Fig.  29  [i],  [2],  [5])  or  none  at  all. 

The  temple:  normal  form.  Though  this  simple  form  alone 
sufficed  for  temples  of  minor  importance,  the  type  which 
became  normal  (Fig.  28)  was  elaborated  by  the  addition 
of  two  other  elements.  The  opisihodofnos  (Fig.  29  [6],  [8]) 
— an  addition  at  the  rear  corresponding  to  the  pronaos,  but 
ordinarily  not  communicating  with  the  cella — was  obviously 
introduced  in  the  interest  of  formal  balance.  The  peristyle, 
a  colonnade  completely  surrounding  the  ensemble  so  far 
described  (Fig.  29  [5]-[8j),  had  no  practical  function  suf- 
ficiently imi)ortant  to  account  for  its  origin.  The  origin 
should  perhaps  be  sought  in  an  open  canopy  supported  by 
columns,  like  that  over  the  early  Christian  altar.  This  may 
well  have  sufficed  at  first  to  shelter  the  image,  and  then 
have  been  magnified  to  cover  an  inclosing  cell.  Certain  it 
is  that  in  the  temples  of  Doric  style,  in  which  the  arrange- 
ment seems  to  have  originated,  the  peristyle  had  an  almost 
accidental  connection  with  the  cella.  Although  in  front  it 
had  generally  one  column  to  correspond  to  each  of  the  sup- 
ports behind,  these  columns  stood  in  no  exact  relationship 
of  position  either  to  the  walls  or  to  the  columns  of  the 
pronaos. 

The  temple:  other  features.  Other  elements  occasionally 
appeared  in  the  temple,  not  limited  to  any  special  region 
or  period.  There  might  be  an  inner  room  of  special  sanc- 
tity, the  adyton,  housing  the  image  and  o])ening  toward  the 
cella  (Fig.  29  [i],  [2],  [5]).  A  room  similarly  placed,  but 
opening  to  the  rear,  was  introduced  in  several  temples, 
notably  the  Parthenon,  to  serve  as  a  treasury  under  the  pro- 
tection of  the  god.  Intermediate  between  the  simple  cella 
and  the  peristylar  temple  were  tlie  prostyle  temple,  with 
columns  running  across  the  front,  and  the  amphiprostyle 
fonn,  where  they  were  re])cate(l  at  the  rear  as  well.  These 
were  sometimes  used  as  the  best  substitute  for  the  peristylar 


z 


4  4  4  4  4  4^ 


:C 


u 


T 

I 


■ 


(O 


•■1 
o 

m 

2 
w 

H 

w 

V) 

o 

H 
S 
PI 

m 
m 
p^ 

H 

m 

r 

r 

25 


:y 


o 


, 


r-    /^   '^    '^ 

•^  S^         m*  ^ 

Co 


zr 


4.  ^p;^n 


78  A  HISTORY  OF  ARCHITECTURE 

arrangement  when  a  rich  effect  was  desired  in  a  narrow 
space,  as  in  the  precinct  of  Athena  Nik6  on  the  Acropolis 
at  Athens  (Fig.  29  [4]). 

The  outer  wall  or  colonnade  of  the  temple  was  supported 
on  a  massive  substructure,  in  the  form  of  steps,  three  being 
the  most  common  number  (Fig.  28).  These  steps,  propor- 
tioned to  the  size  of  the  temple,  were  often  too  high  to  be 
climbed,  and  this  necessitated  a  special  flight  of  practicable 
steps  or  a  ramp  opposite  the  entrance  (Fig.  26).  Cella 
and  peristyle  together  were  covered  by  a  simple  gable  roof, 
the  gables  or  pediments  serving  as  appropriate  fields  for 
sculptured  decoration  (Fig.  17).  The  temple  was  usually 
lighted  only  through  its  great  door  at  the  east,  although  a 
few  Ionic  temples,  like  the  Erechtheum,  certainly  had 
windows  as  well  (Fig.  18).  Some  others  are  known  to  have 
been  **hypccthral,**  or  without  a  roof  over  the  cella,  but 
this  is  now  thought  to  have  been  due  to  incompleteness  or 
to  difficulties  in  the  construction. 

The  temple:  sizc^  proportions.  In  frontage  few  temples 
exceeded  eighty  to  one  hundred  feet,  although  a  half-dozen 
giants  form  a  class  by  themselves  with  dimensions  nearly 
equal,  about  one  hundred  and  sixty  by  three  hundred  and 
fifty  feet.  Some  peristylar  temples  are  as  narrow  as  forty- 
five  or  even  thirty-five  feet,  while  the  temples  w^ithout  a 
peristyle,  like  the  temple  of  Athena  Nike,  are  sometimes 
but  twcntv  feet  or  less.  The  normal  "hexastyle"  Doric 
faq'ade,  of  six  columns,  itself  showed  the  most  surprising 
elasticity;  the  Metroon  with  a  width  of  thirty-four  feet, 
and  the  tem])le  of  Zeus,  with  ninety-one  feet,  stand  side  by 
side  at  Olympia — a  disregard  for  relations  of  scale  which 
was  very  characteristic  of  Greek  architecture.  Beyond  one 
hundred  feet  the  number  of  columns  had  to  be  multiplied, 
reaching  eight  in  the  Parthenon  and  in  the  great  temple  of 
vSelinus,  and  ten  in  the  Ionic  temple  of  Apollo  at  Did\Tnac 
Even  the  smaller  late  Ionic  tcm|)les  have  eight  columns  on 
the  front  on  account  of  the  width  of  their  outer  corridors. 
The  length  of  the  peristylar  tcni])les  varied  from  a  little 
more  than  twice  the  width  to  a  little  less  than  three  times, 
no  chronological  tendency  l.)eing  traceable  in  this  propor- 
tion.    The  ratio  between  the  nuiTil)er  of  columns  on   the 
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flank  and  on  the  front  ^so  varied  according  to  no  general 
law,  though  such  high  ratios  as  6  :  17  and  6  :  16  occur  only 
in  the  oldest  Doric  temples,  and  the  low  ratio  of  6:11 
only  in  the  most  recent.  The  height  of  the  temple  fagade 
usually  ranged  about  half  its  width — ^more  for  the  temples 
with  six  columns,  and  less  for  those  with  more  than  six — 
more  in  any  case  for  the  Ionic  than  for  the  Doric. 

Development  of  the  temple:  archaic  period.  In  the  early 
stages  of  the  development  of  the  temple  there  was  much 
local  variety,  not  only  in  the  coltunnar  system,  but  in  the 
general  arrangement.  In  Greece  proper  the  oldest  temples 
of  which  the  plans  can  be  studied — the  Heraion  at  Olympia 
from  before  700  B.C.,  the  temple  at  Corinth  from  before  600 
— already  show  the  opisthodomos  and  the  triple  division 
of  the  interior,  as  well  as  the  contraction  of  the  corners  of 
the  Doric  peristyle.  In  other  parts  of  Hellas,  however, 
many  less  sophisticated  forms  occur  even  at  a  much  later 
time,  which  may  well  represent  a  more  primitive  stage  of 
development  adhered  to  through  provincial  conservatism. 
Early  temples  in  Ionic  regions  frequently  lacked  the 
peristyle,  which  seems  to  have  been  developed  in  the 
mother  country  after  the  Ionian  emigration,  and  to  have 
been  carried  over  afterward  into  Asia.  Such  great  monu- 
ments as  the  archaic  Artemision  at  Ephesus  and  the  temple 
of  Hera  at  Samos,  both  built  in  the  sixth  century,  show  the 
elaboration  which  the  peristyle  soon  received  on  Ionic  soil. 
In  the  colonies  of  the  West,  though  they  were  founded  later, 
the  single-ended  cella  prevailed  till  the  fifth  century,  and 
the  problems  of  the  peristyle  were  solved  somewhat  clumsily. 
A  sharp  difference  in  the  diameter  and  in  the  spacing  of  the 
coltunns  of  the  front  and  of  the  flank,  sometimes  found  in  the 
mother  country,  was  here  the  rule  during  the  archaic  period; 
and  the  normal  solution  with  sides  and  front  spaced  alike, 
and  a  contraction  at  the  corners  due  to  the  triglyphs,  does 
not  come  in  until  its  close.  In  several  outlying  regions 
temples  occur  with  the  cella  divided  into  two  aisles  by  a 
single  line  of  columns  (Fig.  29  [2],  [7]) — obviously  a  more 
primitive  device  to  support  the  ridge  over  a  wide  span  than 
the  division  by  two  lines  (Fig.  29  [6],  [8])  which  commended 
itself  to  more  expert  constructors  as  leaving  an  axial  place 
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for  the  image.  This  latter  arrangement  appears  very  rarely 
in  the  West,  most  of  the  cellas  there  being  undivided. 

Local  traditions  in  temple  design.  An  extreme  instance  of 
adherence  to  local  traditions  can  be  seen  at  Selinus,  the  out- 
post of  Greece  in  western  Sicily.  Here  were  two  primitive 
closed  mcgarons,  each  with  its  adyton;  and  no  less  than 
seven  peristylar  temples  in  which  the  adyton  is  preserved, 
in  three  of  them  even  after  they  had  otherwise  become  com- 
pletely assimilated  to  the  normal  type.  Two  of  the  seven 
retained  the  closed  vestibule  as  well,  and  all  of  the  four 
archaic  ones  had  an  elaboration  of  the  entrance  front, 
either  bv  a  second  transverse  line  of  columns  or  bv  a 
prostyle  development  of  the  cella,  which  has  few  examples 
elsewhere.  Partly  as  a  result  of  this  multiplication  of 
features,  the  temples  were  all  beyond  the  average  propor- 
tion in  length.  Excepting  one  of  the  megaron-cellas  which 
had  a  single  division,  only  the  gigantic  temple  of  Apollo 
had  interior  colonnades. 

Temples  of  the  central  period.  The  fifth  century  saw  the 
victory  of  the  normal  Doric  arrangement  for  all  peristylar 
temples.  A  pronaos  and  an  opisthodomos  in  antis,  a  cella 
undivided  or  with  three  aisles,  were  everywhere  adopted. 
The  plans  of  the  temple  of  Zeus  at  Ohmipia,  the  great 
temple  at  Paestum  in  southern  Italy,  and  the  little  temple  at 
^gina  off  the  coast  of  Attica,  all  three-aisled,  are  distin- 
guishable only  by  minor  details.  The  same  holds  even 
more  strongly  for  the  temples  with  a  single  nave,  such  as 
the  later  temples  at  Akragas  and  the  so-called  Theseimi  at 
Athens.  The  great  temple  at  Piustum  is  well  enough  pre- 
served to  permit  a  reconstruction  of  substantially  all  its 
parts  (Fig.  28).  The  interior  colonnades,  as  in  other  con- 
temporary temples,  were  made  by  sui)erposing  two  ranges 
of  small  columns.  The  lower  range  was  united  merely 
with  an  architrave,  and  the  columns  of  the  upper  range  con- 
tinued the  taper  of  those  below. 

Athens.  The  Athenian  architects  of  the  second  half  of 
the  century  began  a  series  of  unexampled  innovations 
which,  after  raising  the  Doric  temple  to  its  greatest  richness, 
ultimately  set  the  Ionic  in  its  place.  With  Pericles  as  the 
leader  of  the  democracy,  and  the  great  sculptor  Phidias  in 
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the  role  of  a  minister  of  public  works,  the  most  cosmopolitan 
city  in  Greece  infused  new  life  into  the  temple  form  just 
as  it  was  stiffening  into  a  formula.  The  elements  intro- 
duced were  not  from  Ionia  only.  They  include  features 
directly  reminiscent  of  Egypt — the  fruit  perhaps  of  the 
Athenian  expedition  to  Egypt  in  454 — as  well  as  others 
essentially  new. 
^  The  Parthenon.  The  Parthenon  (Figs.  16  and  17),  which 
superseded  a  more  conventional  temple  projected  before 
the  Persian  wars,  was  designed  by  Iktinos  and_Kalliki:ates^ 
and  erected  between  447  and  432.  It  had  an  exceptionally 
wide  cella  (Fig.  30  [28])  to  give  space  for  the  colossal  statue 
of  Athena  by  Phidias.  The  interior  colonnades  of  the  cella 
were  turned  across  behind  the  image,  making  the  first 
peristylar  hall  jn  Greece.  In  the  rear  chamber  the  super- 
posed Doric  ranges  were  replaced  by  Ionic  columns,  the 
greater  relative  height  of  which  enabled  a  single  support 
to  reach  the  roof  without  too  great  diameter.  On  the  ex- 
terior the  Doric  order  was  retained,  with  prostyle  porticoes 
of  six-  columns  for  pronaos  and  o])isthodomos,  and  a  peri- 
style of  eight  by  seventeen  columns.  The  use  of  marble 
made  possible  a  ceiling  of  coffered  stone,  instead  of  wood, 
over  the  vestibules  and  outer  corridors,  and  a  richness  of 
sculptured  decoration  hitherto  unknown. 

Architectural  refinements.  A  subtle  upward  curvature  of 
the  stylobate,  early  employed  in  the  Heraion  at  OhTnpia 
and  the  tcni])le  at  Corinth,  was  used  in  the  Parthenon  and 
in  the  smaller  temple  known  as  the  Theseum,  as  part  of 
an  elaborate  series  of  modifications  in  the  horizontal  and 
vertical  members.  The  lines  of  the  entablature  were  also 
curved  upward  in  the  center,  as  well  as  inward  in  plan. 
The  columns  were  inclined  backward  toward  the  walls  of 
the  cella,  those  at  the  corner  sloping  diagonally.  The 
walls  "themselves  inclined,  in  sympathy  with  the  pyramidal 
effect  of  the  whole.  The  corner  colimms  were,  moreover, 
slightly  thicker  than  the  others,  giving  a  definite  end  to 
the  colonnade.  All  these  variations — although  very  slight, 
like  the  entasis — sufficed  to  recognize  in  the  most  delicate 
way  every  ])ossibility  of  finer  organization,  and  to  give 
the  work  of  art  something  of  the  character  of  a  living  thing. 
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/  Temple  of  Athena  NikL  In  the  later  temples  of  the 
Acropolis  the  Doric  order  was  abandoned  completely  for 
the  Ionic,  which  had  newly  become  familiar.  The  first 
of  these  was  the  little  temple  of  Athena  Nik^,  the  so- 
called  *' Temple  of  the  Wingless  Victory,"  built  about 
435  by  Kallikrates  on  the  southwest  bastion.  It  has  a 
shallow  cella  with  prostyle  porticoes  of  four  coltunns  at 
each  end  (Fig.  30  [19]).  Although  it  is  the  smallest  of 
all  Greek  temples,  its  magnificent  situation,  its  harmony 
of  proportion  with  the  substructure,  its  perfection  of  de- 
tail, enable  it  to  hold  its  own  worthily  with  its  great 
neighbors. 

The  Erechtheum,  Another  Ionic  temple,  dedicated  to 
Athena  and  Erechtheus  (Fig.  18),  was  -built  at  intervals 
from  435  to  404  to  take  the  place  of  the  old  temple  north 
of  the  Parthenon.  It  was  irregular  in  plan,  corresponding 
to  the  variety  of  cults  which  it  sheltered  and  the  unevenness 
of  the  ground  on  which  it  stood  (Fig.  30  [40J).  It  had  a 
cella  with  a  prostyle  portico  of  six  columns  on  the  east, 
minor  porches  to  north  and  south,  and  a  wall  with  engaged 
coltunns  on  the  west.  In  the  famous  Porch  of  the  Maidens 
to  the  south,  the  sculptured  supports  show  a  masterly 
adaptation  to  their  architectural  functions.  The  six 
figures,  four  in  front,  stand  all  with  their  backs  to  the 
building.  They  rest  easily  on  one  foot,  with  the  supporting 
leg,  always  the  one  on  the  outside,  enveloped  in  vertical 
folds  of  drapery  which  ser\^e  the  same  artistic  function  as 
the  flutes  of  a  column.  In  the  North  Porch  is  the  richest 
of  all  Ionic  capitals,  having  a  double  spiral,  and  a  carved 
necking  of  honeysuckle,  or  anthemion.  The  superb  north 
doorway  with  its  molded  architrave  enriched  by  carved 
rosettes  is  another  striking  feature.  The  columns  of  the 
north  and  west  rise  from  levels  diflerent  from  the  features 
of  the  east  and  south.  The  north  portico,  moreover,  pro- 
jects beyond  the  comer  of  the  cella,  and  includes  a  door  to 
the  Sacred  inclosure  west  of  the  building.  Although  the 
junctions  show  some  lack  of  facility,  the  very  attempt  to 
combine  a  variety  of  forms  in  a  building  for  complex  uses 
was  a  novelty.  The  features  evolved  in  the  course  of  the 
attempt,  such  as  the  portico  or  porch  used  independently 
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of  the  main  fagade,  became  favorite  devices  in  the  sub- 
sequent development  of  architecture. 

The  temple  at  Bassce.  Beyond  the  borders  of  Attica, 
Iktinos  was  employed  about  420  to  design  the  temple  of 
Apollo  at  Bassa^  in  the  Arcadian  mountains.  It  surpassed 
even  the  buildings  of  his  native  city  in  the  novelty  of  its 
/arrangements.  Not  only  were  both  the  Doric  and  the 
'  Ionic  orders  used,  but  for  the  first  time  that  we  know  the 
rich  Corinthian  appeared  as  a  third.  The  Ionic  order  was 
used  for  the  interior  of  the  cella,  with  columns  the  full 
height  of  the  room,  as  it  had  been  used  in  the  treasury  of  the 
Parthenon.  A  change  from  free-standing  columns  to  en- 
gaged columns  in  the  interior  was  also  begun,  by  attaching 
the  columns  to  the  wall  by  short  cross  walls.  The  Ionic 
capitals  themselves  are  unlike  any  previously  seen  in  Greece. 
They  have  volutes  on  all  three  exposed  faces,  permitting  the 
colonnade  to  be  turned  across  the  cella  without  requiring 
a  special  corner  capital.  The  nearest  prototypes  for  the 
form  of  their  volutes  are  in  certain  Egyptian  scrolls.  Egyp- 
tian models  may  also  have  suggested  the  single  Corinthian 
capital,  which  crowns  a  column  at  the  end  of  the  cella 
under  the  same  entablature  with  the  Ionic  columns. 

Sculptured  decoration  in  Athenian  temple  design.  The 
fifth-century  Athenian  temples  also  set  new  precedents  in 
richness  of  sculptural  features  and  in  modes  of  introducing 
them.  Hitherto  decoration  by  figure  sculpture  had  scarcely 
been  emi)l()ycd,  in  Doric  temi)les,  excc])t  in  the  triangular 
fields  of  the  two  pediments,  and  in  the  series  of  metopes  on 
the  ends.  The  characteristic  mode  of  decoration  for  Ionic 
buildings  had  been  by  continuous  hands  or  friezes  of 
figures,  running  around  the  extertial  wall  of  the  cella  or 
its  substructure.  N(nv,  in  the  design  of  the  Parthenon,  all 
|the  metoi)es  of  the  external  Doric  order  were  filled  with 
vseuli)ture,  and  a  continuous  Ionic  frieze  was  added  around 
the  cella  just  below  the  ceiling  of  the  ])eristyle.  In  the 
Ionic  tem])le  of  Athena  Nike  with  its  ])rostyle  arrangement, 
whereby  cella  and  ])ortico  were  united  by  a  single  cornice, 
Kallikrates  did  not  confine  the  sculptured  frieze  to  the 
cella,  but  carried  it  along  above  the  arc'hitraves  of  the  two 
porticoes.     This  first  use  of  a  scul])tun'd  fricv.e  in  the  en- 
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tablature  of  the  Ionic  order,  immediately  followed  by  a 
similar  use  in  the  Erechthetmi  and  in  the  interior  of  the 
temple  at  Bassae,  soon  influenced  all  current  practice. 

Fourth-century  temples.  The  revolutionary  designs  of  the 
Athenian  architects  did  not  produce  an  instant  or  complete 
reformation  in  the  temple  elsewhere.  The  temples  of  the 
West  remained  little  affected  by  them.  At  Segesta,  and 
in  the  great  temple  at  Paestum,  built  soon  after  430,  curva- 
tures and  inclinations  analogous  to  those  of  the  Parthenon 
occur,  but  the  Ionic  order  found  no  favor,  even  for  in- 
teriors. In  continental  Greece  the  universal  adoption  of 
marble  resulted  in  the  use  of  stone  ceilings  for  the  peristyle, 
and  of  general  proportions  similar  to  those  of  the  Attic 
buildings.  The  sculptor  Skopas,  in  the  temple  of  Athena 
Alea  at  Tegea,  followed  the  lead  of  Iktinos  by  employing 
both  the  Ionic  and  the  Corinthian  columns  as  well  as  the  \ 
Doric.  The  principal  use  of  these,  however,  was  in  the 
new  circular  temples,  or  tholoi — at  Epidaurus,  Olympia,  and 
Delphi. 

Late  temples  in  Ionia.  The  great  temples  of  the  Ionian 
renaissance  naturally  reverted  to  the  early  national  types 
represented  by  the  temple  of  Hera  at  Samos  and  the  Arte- 
mision  at  Ephesus.  With  eight  and  sometimes  ten  columns 
on  the  front,  they  had  two  rows  along  the  sides  or  else  a 
width  of  corridor  which  would  have  sufficed  for  two  (Fig.  29 
[8]).  The  columns  were  aligned  with  the  anta;  both  on  front 
and  sides,  making  possible  a  regularity  in  the  ceiling  beams 
which  had  never  been  attained  in  Doric  temples.  The 
curvature  of  the  stylobate  was  taken  over  from  Doric 
buildings  in  the  Ionic  temples  of  Priene  and  Pergamon; 
the  use  of  half  columns  of  Corinthian  order  for  the  interior 
of  the  cella  was  adopted  in  the  temple  of  Apollo  at  Didyma. 
An  element  increasingly  used  was  the  podium  or  pedestal 
for  the  whole  structure,  with  base  and  crowning  moldings, 
which  tended  to  take  the  place  of  the  stylobate. 

Mystery  temples.  The  hall-temples  of  cults  which  included 
initiation  into  certain  mysteries  were  multi])lied  chiefly  during 
the  late  period,  though  a  few  examples  have  come  down  from 
a  much  earlier  time.  For  some  of  these,  the  conventional 
megaron-cella  sufficed,  either  undivided  or  with  longitudinal 
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colonnades  as  at  Samothrace.  The  peristyle  could  also  be 
appropriated  to  mystic  uses  by  the  building  of  screen  walls 
between  the  columns  for  a  part  of  the  height,  as  in  one  of  the 
temples  at  Selinus.  From  this  it  was  but  a  step  to  the 
arrangement  of  the  Olympietim  at  Akragas,  in  w^hich  these 
screens  were  carried  the  full  height,  and  the  cella  thus  extended 
to  the  outer  engaged  colonnade  (Fig.  26).  The  huge  size  of 
this  temple  and  the  consequent  desire  for  an  intermediate 
support,  furnished  by  colossal  male  figures  between  the 
columns,  may  have  been  responsible  for  this  complete  closing  of 
the  peristyle.  For  the  great  hall  of  mysteries  at  Eleusis,  the 
traditional  temple  scheme  was  already  abandoned  in  the  time 
of  Pisistratus  for  one  which  gav^e  a  greater  capacity  and  a 
view  of  the  ceremonies  from  all  sides.  A  square  room  divided 
by  seven  rows  of  coliunns  in  each  direction,  with  tiers  of  seats 
about  the  walls,  ser\^ed  to  house  a  large  number  of  spectators, 
though  the  forest  of  coliunns  left  most  of  them  but  scant 
glimpses  of  the  central  s])ace. 

Altars.  The  sacrificial  altars  before  the  great  temples,  at 
first  of  relatively  vSmall  size,  became,  in  Hellenistic  times, 
monumental  constructions,  surjjassing  the  temples  them- 
selves in  area  and  magnificence.  In  essence  they  comprised 
a  platform  for  the  sacrificants  and  a  raised  hearth  above  this 
for  the  burning  of  the  ofTcring.  Es])ecially  noteworthy  were 
the  altars  at  Parion,  over  six  hundred  feet  on  a  side,  at  Syra- 
cuse, almost  the  same  distance  in  length,  and  at  Pergamon, 
with  a  sculi:)tured  i)odium  and  a  U-shaped  Ionic  colonnade 
surrounding  the  platfonn  of  sacrifice. 

Treasuries.  In  the  pan-Hellenic  religious  centers  the 
tcmj)le  ccllas  could  not  hf)l(l  a  tithe  of  the  offerings  showered 
upon  the  gods,  and  the  ])ractice  early  grew  up  of  erecting 
individual  treasuries  in  which  the  gifts  of  each  city  might  be 
de])osited.  These  took  the  fonn  of  small  tem])les,  usually 
with  two  columns  in  antis,  although  occasionally  prostyle. 
Each  bore  the  stylistic  im])ress  of  its  city  and  of  its  time  of 
origin.  Ranged  on  their  terrace  at  OhTnpia,  or  picturesquely 
disposed  along  the  winding  sacred  way  at  Delphi  (Fig.  35), 
they  were  among  the  most  interesting  features  of  the  national 
sanctuaries. 

Temple   inclosures,   propylcoa.     Monumental   gateways,   or 
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propylaea,  with  porticoes  inside  and  out,  gave  access  to  the 
temple  inclosures,  and  stoas  for  the  shelter  of  pilgr  ms  ran 
along  the  inner  face  of  the  walls.  A  fusion  of  these  elements, 
unprecedented  in  its  unified  complexity,  was  attempted  by 
Mnesicles  in  the  propylaea  of  the  Athenian  acropolis  (437- 
432).  Though  religious  conservatism  prevented  the  complete 
realization  of  his  design,  the  part  still  standing  shows  its 
monumental  qualities  (Fig.  30  [20]).  The  greater  temple 
precincts,  often  with  many  temples  and  altars,  with  groves 
of  olive  and  ilex,  with  a  forest  of  statues  and  ex-votos,  formed^ 
ensembles  of  grandiose  effect  (Fig.  35). 

Civil  buildings.  Special  buildings  for  civil  purposes  were 
evolved  relatively  late  in  Greece,  where  assemblage  in  the 
open  air  was  feasible,  and  where  the  temples  served  many 
civic  functions.  The  most  universal  of  the  forms  employed 
was  the  stoa,  a  long  narrow  hall  like  the  megaron  or  the 
temple  cella,  but,  unlike  the  cella,  having  an  open  colonnade 
in  place  of  one  of  the  side  walls.  In  the  varied  uses  of  the  stoa 
as  shelter,  market,  and  exchange,  subdivision  by  a  single 
range  of  columns  did  not  present  the  same  artistic  and  practical 
disadvantages  as  in  the  temple,  and  it  remained  the  most  usual 
interior  arrangement.  Stoas  with  a  triple  division,  or  in  two 
stories,  however,  were  not  uncommon.  Doric  columns 
carrying  stone  architraves  usually  formed  the  outer  colonnade ; 
Ionic  columns  taller  and  less  closely  spaced  supported  the 
wooden  beams  of  the  roof.  In  two-storied  stoas  the  Ionic 
order  was  placed  above  the  Doric,  each  having  its  full 
entablature. 

AgorcB.  The  agora,  or  market-place,  originally  serving  po- 
litical functions  also,  was^an  open  place  of  no  fixed  form,  bor- 
dered on  one  or  more  sides  by  stoas.  It  was  frequently  placed 
in  the  angle  of  two  principal  streets,  which  passed  through  it 
along  the  sides.  The  several  stoas  were  thus  at  first  inde- 
pendent. Only  in  later  days,  in  Ionia,  was  a  closed  area  of 
regular  plan  with  continuous  surrounding  colonnades  adopted, 
following  the  Oriental  type  of  a  j)eristylar  court.  The  agoras 
at  Megalopolis,  at  Priene  (Fig.  36),  and  at  Magnesia  (Fig.  31) 
show  successive  steps  in  this  process  of  higher  organization. 
Frequent  adjuncts  to  the  agora  were  shops  at  the  back  of  the 
porticoes,  and  a  temple  or  fountain  in  the  central  space; 
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near  it  were  the  bouleuterion  or  council-house  and  the  other 
civic  buildings.  Often  subsidiary  markets  for  the  sale  of 
special  classes  of  goods  supplemented  the  principal  agora. 

Council-houses,  The  bouleuterion,  like  so  many  other 
Greek  buildings,  was  in  origin  a  megaron.  In  the  one  at 
Olympia  the  older  portion  even  conserv^ed  the  primitive  form 
of  house,  with  an  apsidal  end  and  a  single  longitudinal 
colonnade.  Later  examples,  such  as  the  Phokikon  at  Daulis, 
were  like  the  mature  cella  in  having  two  rows  of  columns. 
Banks  of  seats  were  added  between  them  and  the  lateral 
walls.  The  problem  was  essentially  similar  to  that  of  the 
mystery  temples  and  led  ultimately,  as  in  them,  to  abandon- 
ment of  a  longitudinal  scheme  and  adoption  of  a  concentric 
arrangement  of  seats  facing  a  speaker's  platform.  At  Priene, 
in  the  second  or  third  century  B.C.,  the  seats  paralleled  three 
walls  and  the  roof  was  carried  by  an  interior  peristyle — a 
solution  unified  and  technically  satisfactory.  At  Miletus  the 
seats  were  made  semicircular,  on  the  model  of  a  theater, 
though  the  building  itself  was  rectangular  and  the  interior 
supports  bore  no  relation  to  the  seating  plan.  A  monumental 
court  and  propyla^a  were  added.  None  of  these  buildings 
accommodated  more  than  a  few  hundred  at  most.  A  special 
problem  was  presented  by  the  hall  of  the  Arcadians  at 
Megalopolis  where  several  thousand  were  to  be  housed.  The 
architect  adopted  a  series  of  concentric  colonnades  and  seats 
about  three  sides,  but  avoided  obstructing  the  view  as  badly 
as  in  the  hall  of  mysteries  at  Eleusis  by  placing  the  columns 
in  lines  radiating  from  the  central  point.  The  roof  was  of 
course  of  wood,  and  the  solution,  though  practically  satis- 
factory, was  neither  permanent  nor  monumental. 

Theaters,  The  Greek  theater  was  a  natural  growth,  corre- 
sponding to  the  growth  of  the  drama  from  the  primitive  cult 
of  Dionysus.  The  choral  songs  and  dances  from  which  the 
drama  took  its  departure  preserv'ed  their  place  in  the  later 
development,  and  were  resj)oiisihle  for  the  im])()rtance  of 
the  original  element  of  the  theater — the  orchestra,  or  circle 
of  the  dance,  in  the  center  of  wliich  stood  the  altar.  The 
other  ultimate  elements  were  the  s  *:its  rising  in  concave  tiers, 
the  skene,  opposite  them,  contiiitiin^^  the  dressini^'- rooms  for 
the  participants,  and  the  proskoiioii,  a  ])latfonn  before  the 
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skene,  on  which  certain  of  the  actors,  or  all  of  them,  made  their 
appearance.  An  early  stage  of  development  may  be  surmised 
in  which  a  convenient  hillside  sensed  for  the  auditorium,  at 
first  without  any  architectural  features,  later  with  seats  of 
wood.  In  the  fifth  centur\\  coincident  with  the  dramatic 
reforms  of  ^Eschylus,  the  skene  was  introduced.  In  the 
time  of  Sophocles  it  still  remained  of  wood  with  walls  of 
painted  canvas.  Before  long,  however,  monumental  materials 
were  substituted,  and  the  elements  were  elaborated  into  the 
theater  of  the  fourth  centur>^  which  remained  much  the  same 
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THEATER     DTRINCi     THE     HELLENISTIC      PERIOD. 
(RESTORED    BY    FIECHTER) 


in  Hellenistic  days.  Even  then  the  com])onents  were  but 
loosely  jiixta])osed,  not  welded  into  a  single  unit.  Greek 
modes  of  design  were  too  naive  to  seek  the  union  of  parts 
having  fonns  and  fimctions  so  distinct. 

A  typical  Hellenistic  theater.  The  theater  at  Ephesus 
(Fig.  32)  shows  the  fonn  which  l^ecaine  aistomary  in  the  later 
Hellenistic  i)eriod.  The  orchestra  was  still  laid  out  so  as  to 
include  a  complete  circle,  although  the  circle  itself  was  no 
longer  marked  with  a  curbing,  as  in  earlier  cxami:)les.  Around 
it  were  the  stone  seats,  occui)ying  somewhat  more  than  a 
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semicircle,  and  resting  directly  on  the  hillside.  They  were 
divided  concentrically  at  half  their  height  by  a  passage,  as 
well  as  radially  by  flights  of  steps,  and  were  stopped  at  the 
sides  by  oblique  walls.  Between  these  and  the  buildings  of 
the  stage  were  passages  for  the  entrance  of  the  spectators  and 
for  the  chorus  when  it  was  supposed  to  come  from  a  distance. 
Tangent  to  the  orchestra,  opposite  the  auditoriimi,  was  the 
proskenion,  about  ten  feet  high,  with  small  engaged  columns, 
three  doors  for  the  entrance  and  exit  of  the  chorus,  and  the 
remaining  openings  closed  by  wooden  panels.  The  sken^ 
itself  was  a  long  narrow  building,  two  stories  high,  with  a 
series  of  large  openings  in  the  side  toward  the  proskenion, 
three  of  them  containing  doors.  The  large  openings,  which 
in  earlier  days  had  framed  somewhat  naturalistic  stage  settings, 
were  now  given  a  more  conventional  filling  of  slender  columns, 
the  ancestors  of  the  grouped  decorative  coliunns  of  the  Roman 
stage  backgrounds  (c/.  Fig.  47). 

Variety  in  theater  designs.  In  other  examples  there  was 
abundant  variety.  The  site  available  did  not  always  permit 
the  auditorium  to  be  regularly  geometrical  as  at  Ephcsus; 
it  was  frequently  irregular  in  its  outer  boundar>'  and  some- 
times in  the  layout  of  the  seats  themselves.  The  conformation 
of  the  ground  often  permitted  subordinate  entrances  to  the 
intermediate  circular  passage.  Seats  of  honor  might  be 
provided  about  the  orchestra,  like  the  Ix^autiful  marble  thrones 
of  the  theater  of  Dionysus  at  Athens.  A  stoa  in  which  people 
could  seek  shelter,  or  promenade,  might  also  be  added  some- 
where in  the  neighborhood  of  the  skene. 

Size  of  theaters.  In  accommodation  these  open-air  theaters 
far  exceeded  the  theaters  of  modern  times.  At  Athens  there 
was  room  for  30,000  spectators,  at  Megalopolis  for  44,000. 
Those  in  the  rear  rows  were  also  much  farther  from  the 
actors,  but,  in  compensation,  saw  them  from  a  lower  angle 
than  those  in  our  upj^er  galleries.  The  diameter  of  the 
auditorium  ranged  from  two  himdred  to  five  hundred  feet. 

Odeions.  Related  to  the  theater  both  in  jmrpose  and  in 
the  step-like  arrangement  of  the  auditoriimi  was  the  odeion, 
a  covered  building  for  musical  and  oratorical  contests.  The 
first  of  the  sort  was  the  one  built  by  Pericles  in  Athens.  It 
seems  to  have  had  a  conical  roof,  with  interior  supports.     In 


92  A  HISTORY  OP  ARCHITECTURE 

Graeco-Roman  times  buildings  for  such  puq)oses  became 
customary  in  cities  of  any  considerable  size.  The  smaller 
ones  were  rectan^ilar,  with  cur\'inj^  steiJ])ed  seats  like  a 
modern  lecture  or  recital  hall ;  the  larger  ones  were  essentially 
covered  Roman  theaters,  the  most  famous  being  the  odeion 
built  by  Herodes  Atticus  against  the  Acrojiolis  at  Athens  in 
the  second  century  after  Christ  (Fig.  30  [10]). 

Stadions.  The  athleticism  of  the  Greeks  did  not  fail  to  create 
its  share  of  their  monument cil  architecture.  For  foot-races 
the  stadion  was  evolved,  taking  its  name  from  the  Greek 
furlong.  It  was  laid  out  where  the  topography  favored,  with 
seats  sometimes  in  a  single  bank,  but  ]jreferably  in  two  long 
parallel  banks  close  together,  coimected  by  a  semicircle. 
Where  necessar\'  the  seats  were  built  up  artificially,  either  by 
walls  or  by  mounds  of  earth,  as  at  Ohinpia.  Seats  of  stone 
or  marble  were  a  late  addition,  at  Athens  not  until  Roman 
times.  The  capacity  varied  from  twelve  thousand  to  fifty 
thousand.  Hij)podromes  were  also  laid  out  on  a  similar  plan 
but  with  a  wide  turn.  Means  scarcely  sufficed  for  executing 
these  in  monumental  materials  during  Greek  times.  The 
division  in  the  center  of  the  course  remained  a  simple  bank 
of  earth,  the  starting  barriers  of  wood. 

Other  athletic  bitilditii^s.  The  gvTnnasium  and  the  palcestra 
ser\^ed  for  general  exercise  and  preparation  for  the  great  games. 
Originally,  and  in  strictness,  the  palaestra  was  the  place  for 
boxing  and  wrestling,  but  the  two  tenns  are  often  used  inter- 
changeably. In  ]:)rimitive  days  a  simple  inclosure  sufficed; 
later  a  stoa  was  added  along  one  side;  then  otliers,  backed  by 
rooms.  The  arrangement  was  simplified  in  Hellenistic  times 
by  the  substitution  of  a  homogeneous  colonnaded  court,  as  at 
Olympia  and  E])idaunis.  The  side  of  the  court  facing  the 
south  was  usually  d()ii])le(l  in  de])th.  The  surrounding  rooms 
furnished  ])laces  for  instruction,  or  for  the  assemblage  of 
friends  for  readings  or  conversation.  In  one  of  them  was  the 
bath,  with  a  simple  tank  or  trough.  Separate  bathing 
establishments  were  not  frequent  or  extensive  until  late 
Hellenistic  times,  when  a  luxiu'ious  elaboration  ensued  which 
furnished  the  ])rototy])es  for  the  great  Roman  thermae. 

Domestic  architecture;  the  megaron  house.  The  private  house 
remained  of  secondary'  importance  until  well  into  the  central 
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period,  as  a  result  of  the  almost  exclusively  political  and 
public  life  of  the  men.  It  seems  normally  to  have  included  a 
modest  hall,  the  descendant  of  the  megaron,  and  a  court  closed 
toward  the  street,  besides  minor  rooms.  The  houses  of  Priene 
in  the  fourth  century  still  show  an  ever-recurring  type  of 
megaron-house,  with  a  portico  in  antis  before  the  hall,  dominat- 
ing the  court  as  in  Mycenaean  times  (Fig.  33).     The  entrance 
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FIG.   33 — PRIENE. 


"house  xxxn". 


(wiegand) 


from  the  street  was  at  one  side,  opening  into  a  narrow  corridor 
continued  along  the  side  of  the  court  by  a  colonnade.  Most 
of  the  rooms,  however,  could  only  be  reached  by  passing 
through  the  open  court. 

The  house  with  a  peristylar  court.  In  the  third  centur>^  this 
type  began  to  be  superseded  by  one  in  which  the  court  had  a 
continuous  peristyle,  the  Oriental  arrangement.  The  megaron- 
hall  was  given  up  for  a  broad  hall  lying  along  one  side,  as  is 
seen  especially  at  Delos  (Fig.  34).  The  peristyle  was  the 
characteristic  central  feature  of  the  kingly  residences  of  the 
Hellenistic  period  like  those  of  the  Acropolis  at  Pergamon. 
All  these  dwellings  alike  turned  a  simjole  wall  to  the  exterior, 
with  few  windows  or  none,  and  rarely  a  portico  over  the  door. 
A  second  story  over  some  portions  was  not  uncommon.     Wall 
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painting  is  first  mentioned  in  the  time  of  Alcibiades,  who  is 
said  to  have  confined  a  painter  in  his  house  until  he  decorated 
the  walls.  Later  it  became  usual  for  the  decoration  of  the 
interior,  as  at  Pompeii  in  the  Grajco-Roman  period. 

Funerary  architecture.  Interment  of  the  dead  was  the  usual 
custom  in  Greece,  although  incineration  was  not  unknown. 
The  burial  was  for  the  most  part  in  cemeteries  on  the  plain 
outside  the  city  gates.  Democratic  feeling  demanded  sim- 
plicity in  the  marking  of  the  grave,  so  that,  except  for  those 
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FKi.    34— DELOS.       HOUSE   OF   THE   TRH)ENT.       (P.    I'ARIS) 

of  a  few  traditional  heroes,  the  most  elaborate  monuments  are 
to  be  found  outside  of  Greece  proper,  in  the  late  period  when 
foreigners  appreciated  and  em])l()}'ed  Greek  architects.  At 
Athens  an  unpretentious  slab,  or  stole,  was  the  favorite  type, 
carx'ed  with  honeysuckle  or  acanthus  onuunent,  and  often 
decorated  with  s}'ml)()lic  sculj^tured  reliefs.  Toward  the  end 
of  the  fourth  century  the  stone  sarc()i)hagus,  already  used  in 
the  Orient,  ai)])eare(l  in  Greece.  The  most  famous  examples 
are  those  of  the  group  for  the  Hellenized  rulers  of  Sidon,  in 
which  the  details  of  the  house  or  temple  are  imitated,  as  a 
setting  for  relief  sculi)ture.  The  temple  form  was  also 
employed  at  a  larger  scale  for  actual  sepulchral  chambers  or 
chapels  to  the  memory  of  a  hero.     These  multiplied,  from  the 
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end  of  the  fifth  century,  in  Asia  Minor,  culminating  about  350 
in  the  gigantic  monument  of  the  Carian  King  Mausolus. 
This  had  a  peristylar  cella  supported  on  a  lofty  podium,  or 
basement,  and  crowned  by  a  pyramid  of  twenty-foiu"  steps 
bearing  a  quadriga,  or  four-horse  chariot.  Pliny  gives  the 
total  height  as  one  htuidred  and  forty  feet  and  the  perimeter 
as  four  hundred  and  forty.  Specially  famous  was  the  richness 
of  its  sculptured  decoration,  with  no  less  than  three  friezes  in 
relief,  besides  many  free  standing  figures.  The  arrangement 
of  a  peristyle  on  a  podium,  made  notable  by  this  building, 
became  a  typical  form  for  later  monuments. 

Commemorative  monuments.  Similar  forms  were  used  in 
commemorative  monuments,  as  in  the  monument  of  Lysicrates 
at  Athens,  ^reqted  in  335-334(Fig.  25).  Here  a  circular  super- 
structure was  placed  for  the  first  time  over  a  square  base. 
The  larger  votive  offerings  at  the  national  sanctuaries  em- 
braced montmients  of  a  variety  of  forms.  A  coltmin  was 
often  used  as  the  support  for  a  figure,  and  monumental  settings 
were  created  for  groups  of  statues  in  hemicycles  or  exedrcB. 
All  these  are  seen  in  rich  array  at  Delphi  (Fig.  35). 

Ensembles.  The  pan-Hellenic  centers  .such  as  Delphi 
(Fig.  35),  Olympia,  and  Delos  included  not  merely  religious 
buildings.  Like  the  cities,  they  show  Greek  architecture  in 
its  ensemble.  At  Delphi  the  theater  and  the  stadion  were 
adjuncts  of  the  sacred  inclosure  of  Apollo;  at  Olympia  a  vast 
complex  of  athletic  buildings  grew  up,  with  a  council-house  for 
the  officials,  lodgings  for  distinguished  guests,  fountains, 
stoas,  and  later  even  private  residences.  Delos  was  a  port 
as  well  as  a  sanctuary,  and  had,  besides  its  temples,  its  ware- 
houses, commercial  clubs,  and  exchanges.  On  such  ancient 
and  sanctified  ground — above  all  at  a  site  like  Delphi,  which 
owed  its  choice  to  a  mountain  fissure — no  great  formality  of 
arrangement  could  be  expected.  Great  skill  was  shown, 
however,  in  adapting  new  buildings  to  the  irregular  disposition 
of  the  old,  and  there  was  a  responsiveness  to  the  topography 
which  resulted  in  great  picturesqueness. 

The  cities.  The  same  qualities  distinguish  the  older  cities, 
where  the  sites  were  chosen  for  military  strength,  and  changes 
were  made  difficult  by  inherited  restrictions.  These  cities 
were  the  work  of  time;   their  plans  were  the  image  of  their 
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history.  Although  their  domestic  quarters  remained  poorly 
and  closely  built,  the  centers  of  civic  life  were  enriched  until 
they  rivaled  or  surpassed  the  national  places  of  pilgrimage. 
This  was  true,  above  all  at  Athens,  where  the  Acropolis  gave 
an  unrivaled    setting  to  ^  group  of   superb  works,  rich  in 


FIG.   36 — PRIENE.       BIRD'S-EVE    view.       (RESTORED    BV    7IPPEL1US) 

material,  unique  in  perfection  of  workmanship  and  subtlety 
of  form.  The  approach  was  from  the  west,  the  rock  rising 
steeply  on  the  other  sides,  with  the  theaters  clinging  to  its 
southern  flank  {Fig.  30).  In  classic  times  a  winding  road  led 
up,  past  the  bastion  of  Athena  Nike,  to  the  Propytea.  Passinj; 
its  porticoes  and  its  central  wall  with  the  five  huge  gates,  one 
came  out  on  the  summit  of  the  rock,  before  the  colossal  statue 
of  Athena  Promachos.  To  the  right  was  the  Parthenon;  to 
the  left,  differently  turned  to  the  light,  the  Ercchthcum— 
their  simpKcity  and  richness  serving  as  mutual  foils.     Winding 
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between  them  was  the  processional  roadway,  decked  with 
hundreds  of  statues  and  offerings  of  the  highest  artistic  merit. 

Town  planning.  The  later  cities  show  the  influence  of  the 
Greek  tendency  to  rationalize  all  things,  to  reduce  them  to 
universal  and  geometrical  types.  After  the  success  of  Hippo- 
damus  with  the  regular  plan  of  the  Piranis,  he  was  employed 
at  Thurii  and  Rhodes.  Rectangular  plans,  at  least  for  the 
principal  streets,  were  adopted  in  most  Hellenistic  cities. 
Sometimes  there  were  two  main  intersecting  arteries,  some- 
times several  in  each  direction.  No  general  rectangular 
outline  of  the  whole  city  seems  to  have  been  sought.  Though 
Aristotle  notes  that  Hippodamus  made  provision  for  the 
proper  grouping  of  dwelling-houses,  it  seems  that  this 
consideration  remained  subordinate,  in  Greek  cities,  to  the 
spectacular  grouping  of  public  buildings.  In  the  application 
of  the  newly  discovered  formula?  the  architects  were  not 
always  scrupulous  in  regarding  topographical  conditions. 
At  Priene  (Fig.  36)  the  rectangular  street  plan  was  forcibly 
imposed  on  a  steej:)  hillside  site,  where  the  transverse  streets 
became  veritable  stairways.  Well  preserv'cd  and  conscien- 
tiously excaviited,  however,  it  gives  us  our  l)est  evidence  of 
the  aspect  of  a  late  Greek  city,  distantly  suggesting  the  lost 
magnificence  of  Antioch  and  Alexandria. 

Like  the  Greek  city-state,  Greek  architecture  rested  on  the 
synthesis  of  a  few  elements  only.  Animated  first  by  a  simple 
adai)tation  to  nature,  later  by  self-confident  reason,  it  sought 
and  attained  sti])reme  clarity  of  exi)ression  within  the  restricted 
field  which  modest  needs  had  suggested. 

PERIODS  OF  GREEK  ARCHITECTURE 
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^     .,.  .,  Greece  proper  Ionia  and  Asia 

Sicily  ^    ^ 

I.    PRIMITIVE    PERIOD,    about    IIOO-776    B.C. 
II.    ARCHAIC    PERIOD,    aljOUt    776-479    R.C. 


Earliest  peri  sty  la  r 
tomi)lc  at  Seli- 
nus,    c.    575. 


Tem]3lc   of   Hera   at 
()lym])ia,  eighth 
century. 
Temple    at    Corinth, 
before   ()00.    ^ 
Athens   under  Pisisfra- 
tus. 


Predominance  of  Ionia, 
to  f.  S50. 
Temple  of   Hera  at 

Samos,  c.  600. 
Older  temple  of  Ar- 
temis at   Ephe- 
sus,  c.  560. 
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Magna  Grcecia  and 
SicUy 

II.   ARCHAIC 

"Basilica"    at  Pajs- 
tuni,  c.  560. 

Predominance  of  western 

colonies  y  c.  550-480. 

Great      temple      of 

Apollo    at    Seli- 

nus,  begun  after 

540. 
Canonical  temples  at 
Selinus,  c.  500- 
480. 
Carthaginian  war,  480, 


Greece  proper 


Ionia  and  Asia 


PERIOD,  776-479  B.C. — Continued 

Temple  of  Olympian 
Zeus    begun,    c. 

530. 

Earlier  Hall  of  Mys- 
teries at  Eleusis. 

Earlier  temple  of 
Apollo  at  Del- 
phi, c.  53C>-5i4- 

Persian  wars,  awaken- 
ing   of   continental 
Greece,  4QO-4jrQ. 
Older   Parthenon  at 
Athens,  c.  490- 
480. 
Temple  of  Aphaia  at 
iEgina,   c.   490- 
480. 


Persian  conquest  of  Io- 
nia, 546. 


III.   CENTRAL    PERIOD,   about   479-33O   B.C. 


Prosperity    in     Sicily, 
480-465. 
Temple  of  Olympian 
Zeus    at    Akra- 
gas,  after  480. 
Temple  of  Apollo  at 
Selinus     com- 
pleted. 
Civil  war  and  war  with 
Sicels,   465-444. 


Renewed   prosperity  in 

Sicily,  c.  444-40Q, 
Great  temple  at  Pais- 

tum,  c.  43a 
Temple  at  Segesta,  c. 

430-420. 
Temple   of    Concord 

at  Akragas. 


National  Unity,  c.  47Q- 

460. 

Embellishment  of  Olym- 

pia,    Delphi,    and 

Delos. 

Temple    of    Zeus   at 

Olympia,  c.  468- 

56. 
Trophy  of  Plataea  at 
Delphi. 
Athenian       supremacy, 
age  of  Pericles,  c. 
461-430. 
The  Parthenon,  447- 

432. 
The  Propylaja,  437- 

432. 

Temple  of  Athena 
Nike,  c.  435. 

"Theseum,"   c.   430. 

Later  Hall  of  Mys- 
teries at  Eleusis. 

Laying  out  of  the 
Piraeus. 
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Greece  proper 


Ionia  and  Asia 


Magna  Grcecia  and 
Sicily 

111.  CENTRAL  PERIOD,  about  479-330  B.C. — Continued 


Fall  of  western  Sicily  be- 
fore Carthage,  40Q- 
406. 


Temple  of  Castor  and 
Pollux  at  Ak- 
ragas,  after  338. 


Peloponnesian  war;  po- 
litical  downfall    of 
Athens,   4j  1-404. 
The  EreehtheuiTi,  c. 

435-404- 
Spread  of  Athenian  in- 
fluence. 
Temple  of  Apollo  at 

Bassa?,  c.  420. 
Temple     of     Athena 
Alea  at  Tcgea,  e. 
390. 
Temple,   Iholos,  and 
theater  at  Epi- 
daurus,  c.  350. 
Relmilding  of   Man- 
tinea;  building  of 
Megalopolis  and 
Messene,  370  ff. 
Macedonian  conquest  of 
Greece,  357-33^- 
Philii)peion  at  Olym- 
pia,  c.  336. 


Ionian  renaissance, 
from  c.  350. 
Mausoleum  at  Hali- 
eamassus,   after 

353- 
Later  temple  of  Ar- 
temis at   Ephe- 

sus,  35^334- 
Temple  of  Athena  at 
Priene,   dedicat- 
ed 334. 
Conquest  of  the  Persian 
Empire    by    Alex- 
ander, 334-330* 


IV.    HELLENISTIC    PERIOD,   about   330-146   B.C. 


Altar    of    Hieron    at 
Synuuse,     276- 

215. 
Roman  couqin'sl  of  Malig- 
na Gratia  by  J/J, 
of  Sicily  by  241. 
Ten"i],)le  of  Asklepios 
at   Akragas,  l)c- 
forc  210. 
Temple.  "B"  at  S<.>H- 
nus. 


.  1  dm  in  ist ration    of   Ly- 
cur^us    at    Athens, 
33S-322. 
Tlieater    lined    with 

stoiu\ 
Stadion  l)uilt,  c.  330. 
Arsenal  of  Philon,  c. 

330. 
Portico     of     Philon, 
Hk'iisis,   311. 
Adorn mcfit  of  Athens  by 
As  id  tic   rulers. 
Teni])lc  of  ( )lyni])ian 
Zeus       rebegun, 
174. 
Sloa  of   Allalos,   be- 
tween    159    and 
13(S. 

Destruction    of    Corinth 
by  the  Romans,  146. 


Spread  of  Greek  in- 
fluence. 

.Mexandria  founded, 
332. 


/Xntioeh  founded,30i. 
Ei)hesus     refounded, 

290. 
Pergamon,  flourished. 

esp.    241-138. 
Palace  of   Eumencs, 

197-159. 
Altar  of  Zeus,  c.  180. 

Council-house  at  Pri- 
ene, c.  200. 

Bouleuterion  at  Mile- 
tus, between  175 
and  164. 
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V.    GRiECO- ROMAN    PERIOD,   aftCT  about    1 46   B.C. 


Ionia  and  Asia 


Corinthian-Doric 
temple  at  Paestum, 
second      century 

B.C. 


'  'Tower    of    the 
Winds"  at  Ath- 
ens,    first     cen- 
tury   B.C. 
Adornment    of    Athens 
by  Roman  emperors 
and  citizens. 
Arch  of  Hadrian,  c. 

135  A.D. 

Buildings  of  Herodes 
Atticus:  Seats 
of  Stadion,  c. 
140  A.D. ,  Odeion, 
c.  160. 

Exedra  of  Herodes 
at  Olympia,  156 

A.D. 


Roman  province  of  Asia 
organized,  ijj  B.C. 
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W.  J.  Anderson  and  R.  P.  Spiers 's  The  Architecture  of  Greece  and 
Rome,  2d  ed.,  1907,  gives  a  consecutive  historical  account;  A.  Mar- 
quand's  Greek  Architecture,  iqoq,  a  technical 'analysis.  More  de- 
tailed and  authoritative,  with  full  l_)il)Hogra])hical  references,  is 
J.  Durm's  Baukunst  der  Griechcn,  .^d  cd.,  igio  (Ilundhuch  dcr  Archi- 
tecture pt.  II,  vol.  i).  Perrot  and  Chipiez's  Ilistoirc  dc  Fart  dans 
Vantiquite,  vol.  8,  IQ03,  which  includes  the  archaic  architecture  of 
Greece,  with  illuminating  restorations.  R.  Koldewey  and  O.  Puch- 
stcin*s  Die  gricchischcn  Tern  pel  von  Cntcritalicn  und  Siciiicn,  2  vols., 
iSqg,  remains  the  final  authority  for  the  temples  of  the  West.  H. 
d*Espouy^s  Monmncnts  antiques,  vol.  i,  igio,  and  Fragments  d' archi- 
tecture antique,  vol.  i,  1896,  pis.  1-25,  vol.  2,  1905,  pis.  1-30,  contain 
a  choice  of  the  superbly  presented  restorations  of  Greek  architecture 
made  by  pensioners  of  the  French  Academy  at  Rome,  ensembles  and 
details,  respectively.  Many  of  these  drawings,  however,  involve  a 
large  measure  of  conjecture  and  embody  architectural  theories  now 
abandoned.  F.  Noack's  Die  Baukunst  dcs  Altcrtums,  iqio,  includes 
very  fine  photographs  of  the  Greek  monuments,  with  brief  text 
embodjring  the  results  of  the  latest  researches.     A  topographical 
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treatment  is  Fausanias's  Description  of  GreccCy  translated  with  a  ccwn- 
mentary  by  J.  G.  Frazer,  6  vols..  1898,  reprinted  1913.  Detailed 
lists  of  works  covering  individual  sites  and  regions  are  given  in 
K.  Sittrs  Archdologie  der  Kunst,  1895  {Uandbuch  der  klassischen 
Altertums-Wisscfischafij  vol.  6).  Among  studies  of  special  topics 
may  be  noted  W.  H.  Goodyear^s  Greek  Refinements y  191 2;  G.  Le- 
roux*s  Les  origines  de  r edifice  hypostyle  en  Grecc,  etc.y  1913;  B.  (^ 
Rider's  The  Greek  House:  Its  History  and  Development y  191 6;  and 
E.  R.  Fiechter's  Die  haugeschichtliche  Entwicklimg  des  antiken 
Theaters y  19 14.  On  the  planning  of  cities,  see  F.  Haverfield's 
Ancient  Town  Planning,  19 13,  chapters  3  and  4. 


•  CHAPTER  V 

ROMAN  ARCHITECTURE 

Between  Greek  architecture  and  Roman  architecture  there 
is  no  such  sharp  distinction  as  between  the  various  preclassical 
styles,  which  developed  for  the  most  part  independently  in 
regions  relatively  little  in  contact  with  one  another.  From  the 
very  beginning  of  Greek  civilization  Italy  fell  within  the  sphere 
of  its  influence,  which  was  too  potent  to  permit '  another 
independent  beginning.  The  character  of  the  Italian  peoples, 
moreover,  especially  that  of  the  Romans,  who  became 
dominant,  was  not  such  as  to  promise  much  initiative  in  the 
field  of  the  arts.  It  was  primarily  political,  war-like,  common- 
sense,  practical — better  adapted  to  receive  than  to  create  in 
matters  aesthetic,  though  capable  of  remarkable  developments 
in  the  science  of  planning  and  construction.  At  first  Spartanly 
ascetic,  the  Romans  became,  as  conquerors  of  the  world,  rich 
and  luxurious,  superposing  on  the  admirable  organization  of 
their  material  life  a  culture  derived  from  Greece  and  from 
the  Orient. 

Relation  to  Greek  forms.  As  they  came  in  direct  contact  with 
the  Greeks,  by  the  conquest  first  of  Southern  Italy  and 
Sicily,  then  of  Greece  and  western  Asia,  the  Romans  realized 
the  superior  advancement  of  Greek  architecture,  as  of  Greek 
literature  and  sculpture,  and  sought  to  adapt  its  forms  to 
their  own  monuments.  In  this  adaptation  the  original 
structural  significance  tended  to  be  lost,  as  in  the  later  and 
more  sophisticated  days  of  Greece  itself.  Coltimns  and  en- 
tablatures were  used  as  decorative  adjuncts  to  a  wall  or  to 
an  arch,  where  they  had  no  structural  functions,  but  where 
they  served  both  to  give  visible  expression  to  the  classical 
cultivation  of   their   builders  and  to  make  a  majestic  and 

rhythmical  subdivision  of  surface.     First  accepting  the  forms 
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of  the  columnar  orders  as  they  found  them  in  Hellenistic 
Greece,  the  Romans  proceeded  to  enrich  them  still  further  in 
ornamentation  and  in  scale.  The  arch  received  a  formal 
accentuation  with  moldings,  to  harmonize  with  the  other 
members  of  the  system. 

Importance  of  types  of  buildings.  Among  the  Romans,  how- 
ever, it  was  not  so  much  the  individual  forms  of  detail  which 
were  significant  as  the  many  functional  types  developed  in 
response  to  the  varied  needs  of  their  more  complex  civiliza- 
tion, and  in  accordance  with  a  logical  analysis  of  its  problems. 
First  came  an  extraordinary^  expansion  of  engineering  works, 
civil  and  militar>' — roads,  bridges,  drains,  aqueducts,  harbor- 
works,  fortifications — frankly  adapted  to  their  utilitarian 
functions,  yet  artistically  satisfactory  in  expression  of  struct- 
ure, in  broad  handling  of  materials,  in  proportion.  In  the 
train  of  an  active  political  and  commercial  life  came  more 
extended  and  magnificent  solutions  of  the  problems  of  the 
assembly-place  and  the  market — the  forum  and  the  basilica. 
For  military  and  monarchical  glorification  the  montmiental 
types  already  employed  by  the  Greeks  were  seized  on  and 
magnified,  and  a  new  type,  the  commemorative  arch,  was 
added  to  them.  To  provide  an  architectural  setting  for 
favorite  amusements — comedy,  gladiatorial  combats,  races — 
the  Greek  form  of  auditorium  received  diverse  applications  in 
theaters,  amphitheaters,  circuses,  often  built  regardless  of 
expense,  whether  the  topography  favored  or  no.  To  minister 
to  increasing  wealth,  domestic  architecture  abandoned  its 
early  republican  austerity  for  an  Oriental  luxur\-  and  splendor, 
culminating  in  the  palaces  and  vilias  of  the  emperors.  Their 
counteqDart  for  the  masses  lay  in  the  public  bathing-estab- 
lishments or  themicX,  in  which  everv  form  of  refreshment  and 
recreation  was  made  accessible  to  thousands. 

Construction,  In  construction  the  Romans  adapted  their 
methods  with  great  ingenuity  and  skill  to  operations  on  a 
large  scale  and  to  the  ])roblem  of  i')lacing  great  numbers  under 
cover  from  the  weather.  Taking  uj)  the  ar'  h  and  vault  in  a 
condition  still  ni(limentar\'  and  cumbersome,  they  followed 
out  its  fonn  through  the  elemeiitary  geometric  possibilities 
and  combinations,  at  the  same  time  freeing  themselves  from 
bondage  to  the  difficulties  of  cut-stone  work.     Building  in 
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concrete  enabled  them  to  extend  their  undertakings  and  to 
deploy  upon  the  surfaces  of  walls  rich  materials  which  could 
never  have  been  obtained  in  sufficient  quantity  for  con- 
structive uses.  It  also  permitted  them  to  vault  great  spans 
without  interior  supports,  securing  a  new  range  of  interior 
spatial  effects,  specifically  Roman. 

Planning.  In  disposing  the  nimierous  units  which  manifold 
requirements  called  into  being,  the  Romans  progressed  from  a 
naive  irregularity,  like  that  of  the  early  Greeks,  through  pro- 
gressively higher  degrees  of  organization.  Ultimately  they 
far  surpassed  in  this  respect  the  Hellenistic  Greeks  who  were 
their  teachers.  The  functions  of  different  rooms  were 
specialized,  their  sequence  carefully  considered  both  from  the 
practical  standpoint  and  from  the  standpoint  of  spatial 
diversity  and  climax.  Not  content  with  establishing  formal 
S3mimetry  on  a  single  axis,  the  architects  introduced  trans- 
verse axes  and  a  variety  of  minor  axial  lines  parallel  to  both 
the  major  ones,  producing  a  highly  complex  unity  of  subor- 
dinated parts,  with  the  greatest  variety  of  effect.  They  ac- 
complished this  not  merely  on  level  ground,  but  also  on  the 
most  irregular  sites,  making  a  merit  of  difficult  topographic 
conditions  or  artfully  concealing  the  irregularities  which  re- 
sulted from  them. 

Universality.  Roman  architecture  became,  like  the  Roman 
Empire,  something  universal.  Race  and  climate  were  not 
greatly  determining,  for  these  were  diverse,  yet  the  official 
art,  in  spite  of  minor  differences  conditioned  by  local  traditions 
and  building  materials,  was  suri)risingly  uniform.  Itself 
largely  adopted  from  the  Greeks,  it  was  imi)osed  on  other  sub- 
ject peoples,  and  practised  by  artists  of  many  racial  stocks, 
who  themselves  contributed  to  its  general  development. 
Forms  much  the  same  were  repeated,  without  sense  of  incon- 
gruity, in  the  sands  of  Africa,  the  foothills  of  the  Alps,  the 
forests  of  Germany.  In  this,  as  in  so  many  other  i)oints, 
Roman  architecture  was  like  modem  architecture — material 
and  urbane,  freq^iently  lacking  in  delicacy  and  imagination  in 
detail,  while  preoccupied  with  larger  questions  of  planning, 
construction,  and  mass. 

Periods  of  development.  In  the  development  of  Roman  ar- 
chitectiu-e  three  periods  may  be  distinguished,  in  which,  side 
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by  side  with  Tiati\'u  developments,  Greek  influence  made  itself 
felt  in  three  different  ways.  Until  about  300  u.c.  the  Romans 
shared  with  the  Etruscans  a  diluted  Hellenism  mingled  with 
Italic  elements.  From  then  till  near  the  end  of  the  republic, 
about  two  hundred  and  fifty  years,  they  were  absorbing  from 
the  western  Greek  colonies  and  from  Greece  itself  the  grammar 
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of  the  orders,  and  sLni;;t;Iiii;;  with  the  new  problem  of  the 
arch.  From  the  csliiMishmcnt  of  the  empire  to  its  fall  they 
drew  more  and  more  on  the  Orientnlized  Hellenism  of  Asia, 
while  making,'  their  own  most  imi)ortnnl  contributions. 

Earliest  woiiumciilx  to  joo  k.c.  The  character  of  the  earliest 
monuments  of  Rome  must  he  de<iuccd  jiriricipally  from  con- 
tempornr\-  Etruscan  works,  which  are  known  traditionally  to 
have  furnished  their  tirotoiypc^i.  The  principal  tyi)es  are 
fortification  walls  with  polygonal  or  ashlar  masonr\-,  accord- 
ing to  the  material  available;  t,'atos,  drains,  and  bridges,  with 
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simple  arches  between  generous  abutments,  as  in  contemporary 
Greece;  temples  with  coliminar  porticoes  and  lintels  of  wood 
(Fig.  37) ;  houses  and  tombs  of  a  variety  of  native  forms. 

The  house.  The  most  individual  and  most  influential  of- 
these  types  was  the  dwelling,  the  ancestor  of  the  Roman 
house  of  classic  timea.  After  the  seventh  century  there  are 
but  few  vestiges  of  houses  of  a  northern  character,  similar  to 
the  primitive  forerunners  of  the  megaron  in  Greece.  The 
characteristic  form  was  one  distinct  from  these,  seemingly  of 
Oriental  origin — the  house  with  an  atrium,  having  a  central 
opening  in  the  roof  {cf.  Fig.  54  [A]).  The  temple,  on  the  other 
hand,  was  strongly  influenced  from  Greece  in  at  least  two  of 
its  three  forms.  The  first  of  these,  the  circular  temple,  has 
evident  traditional  relations  with  the  circular  hut,  although  it 
later  received  a  peristyle  in  the  manner  of  Greek  examples. 
The  second  form,  with  a  single  rectangular  cella,  reproduced 
the  typical  Greek  arrangement  with  few  changes :  the  portico 
in  front  was  made  deeper  and  the  colonnade  was  frequently 
omitted  from  the  sides  and  always  from  the  rear.  The  third 
form,  with  three  parallel  cellas  (Fig.  37),  may  be  looked  on  less 
as  a  new  creation  than  an  adaptation  of  the  Greek  scheme  to 
the  exigencies  of  a  new  cult.  To  constitute  it,  it  sufficed  to 
place  prostyle  cellas  side  by  side,  and  to  give  their  porticoes 
somewhat  more  depth. 

Arched  constructto^t.  The  arches  and  vaulted  drains,  such 
as  the  gateways  at  Perugia  (Fig.  38),  and  the  Cloaca  Maxima 
in  Rome — formerly  thought  to  descend  from  the  legendary 
Roman  kings  and  to  antedate  Greek  examples  of  the  arch — 
are  now  placed  in  the  fourth  centur>''  at  earliest.  They  repre- 
sent no  constructive  advance  on  the  Greek  arches,  but  show 
an  effort  to  give  architectural  expression  to  the  functions  of 
the  parts  by  a  decorative  emphasis  on  the  keystone  and 
springing  stones,  or  by  projecting  members  below  the  spring- 
ing and  around  the  voussoirs — the  impost  and  label  molding. 

Columnar  system.  The  architectural  forms  of  the  columnar 
system  reflected  those  of  Greece,  all  three  orders  finding  crude 
counterparts.  Most  important  was  the  derivative  of  the 
Doric,  which  had  alwavs  remained  dominant  in  western 
Greece.  It  recurs  in  both  of  its  later  Greek  fonns:  with  the 
profile  of  the  echinus  reduced  to  a  straight  line  and  with  it 
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rounded  iiiKi  a  quadrant;  without  a  base  and  with  a  molded 
base  simplified  from  the  Ionic  order.  It  was  the  latter  of 
these  two  forms,  with  rounded  echinus  and  bases,  which  came 
to  be  reRardcd  as  spedficallv'  Tuscan.  thouRh  Vitruvius.  writ- 
ing in  the  time  of  AuRustus.  recognized  that  it  was  but  a 
variety  of  the  Doric.     Tho  tri^lyph  frit'ae  was  sometimes  co]>- 
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on  the  supporting  piers.  The  revival  of  this  principle,  applied 
long  before  in  the  store-chambers  of  the  Ramesseum  at 
Thebes  and  in  the  great  substructure  at  Babylon,  was  to 
prove  of  uncommon  fruitfulness  in  later  Roman  architecture. 
Meanwhile  Greek  monimients  were  becoming  directly  ac- 
cessible to  the  Romans.  Magna  Graecia  was  conquered  by 
272  B.C.,  Sicily  by  241;  Greece  was  taken  under  Roman 
protectorate  in  196;  Asia  Minor  became  a  province  in  133. 
The  spoils  of  Syracuse  in  212,  of  Tarentum  in  209,  of  conti- 
nental Greece  in  196  and  167,  and  above  all  in  146,  after  the 
destruction  of  Corinth,  opened  the  eyes  of  the  Romans  to  the 
riches  of  Hellenic  art  and  awakened  a  desire  for  imitation. 
Greek  captives,  and  other  Greek  artists  attracted  by  wealth 
and  opportunity,  furnished  the  requisite  knowledge  and  skill. 
By  the  middle  of  the  second  century  b.c.  most  of  the  archi- 
tects active  in  Rome  were  Greeks. 

Forms  of  detail.  Their  influence  soon  made  itself  visible 
in  more  authentic  forms  of  detail  and  in  a  more  sophisticated 
application  of  the  orders  generally.  As  early  as  250  b.c. 
Greek  details,  individually  correct,  and  effective  in  spite  of 
their  uncanonical  combinations,  appear  in  the  sarcophagus  of 
Scipio  Barbatus.  By  the  first  century'  b.c.  the  use  of  con- 
ventional detail  was  universal,  the  forms  of  the  orders  w^erc 
naturalized,  so  that  conformity  with  Greek  standards  need 
no  longer  be  taken  as  their  criterion.  The  membering,  as 
exemplified  in  the  Tabularium  in  Rome,  in  the  so-called  temple 
of  Fortuna  Virilis,  the  circular  temples  of  Rome  and  of 
Tivoli  (Fig.  39),  all  from  the  first  century  B.C.,  maybe  exam- 
ined for  characteristics  specifically  Roman.  The  peculiarities 
lie  first  in  the  freedom  of  combination  of  parts,  the  original 
significance  of  which  was  now  long  forgotten.  There  is,  to 
be  sure,  always  the  canonical  subdivision  of  the  entablature 
into  architrave,  frieze,  and  coniice,  even  the  Ionic  order  having 
uniformly  a  frieze.  In  general,  the  triglyphs  are  confined  to 
the  Doric  order  and  its  derivatives,  though  in  certain  cases 
they  occur  with  the  Ionic  capital  and  even  the  Corinthian. 
Less  striking  forms,  such  as  dentils,  however,  were  transposed 
at  will.  If  arbitrary  canons  were  violated,  reasonable  dis- 
tinctions were  not  ignored,  and  the  wealth  of  detailed  forms 
liberated  from  inherited  prescriptions  was  applied  with  un- 
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failing  ruspoct  for  ;ip  propria  ten  ess  to  position  and  expressive 
functions. 

Applications  of  ike  orders.  A  more  characteristic  feature 
lay  in  the  freedom  with  which  the  columnar  system  as  a  whole 
was  combined  with  the  wall.  The  forms  of  the  free-standing 
columns  of  the  temple  portico  were  repeated  along  the  walls 


of  the  cella,  to  s^ivc  the  effect  of  a  full  peristyle  {see  Fig.  41). 
A  similar  unsLructural  use  of  the  columnar  forms  had  not 
been  unknown  even  in  the  Greece  of  the  fifth  century  and  had 
since  become  frequent.  Its  iidoption  as  the  normal  treatment 
of  the  temijlc,  the  outcome  of  a  wish  to  secure  a  columnar 
efTect  in  sjiile  of  tJie  bre;i<lth  of  the  Roman  cella,  was  a  wide 
extension  of  its  use. 

The  "Roman  arch  onii-r."  A  still  further  extension  lay  in 
the  use  of  columns  on  a  wall  with  arches,  or  rather  on  the 
piers  of  a  continuous  arcade,  usually  in  several  stories,  a  scheme 
which  became  so  common  as  to  receive  a  sj»ecial  name,  the 
Roman  arch  order.    The  TaUilanum,  tJie  archive  building  of 
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the  Capitol  (78  B.C.).  furnishes  the  first  dated  example.  This 
scheme,  which  was  later  to  find  its  most  noted  exempHfication 
in  the  Colosseum  (Figs.  40,  59)  consisted  of  the  application, 
to  the  piers  of  the  arcade  and  to  the  horizontal  bands  opposite 
the  floors,  of  the  columns  and  entablatures  of  a  Greek  stoa 
with  superposed  orders.     The  mere  su])er position  of  ranges  of 
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^  arches  was  itself  almost  if  not  quite  as  novel  as  the  use  of 
orders  with  them.  It  is  really  better  justified  to  look  on  the 
arrangement  as  the  strengthening  of  a  Greek  stoa  to  support 
vaulting,  thickening  the  supports  and  building  up  arches 
between  the  columns — a  process  similar  to  that  by  wliich  the 
first  engaged  columns  in  Greece  were  ])r(Kiuceii.  The  neces- 
sity for  greater  strength  lay  in  the  desire  to  span  the  passage 
behind  the  fagade  by  a  more  permanent  mean.s  than  the 
wooden  ceilings  and  roofs  of  the  Greeks,  usually  b>'  a  barrel 
vault,  which  sprang  from  above  the  crowns  of  the  external 
arches  across  to  the  inner  wall.     This  was  indeed  a  notable  step 
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in  construction,  for  the  outward  thrust  had  no  such  unim- 
peachable abutment  as  had  the  subterranean  vaults  of  the 
Orient  or  the  ends  of  the  arcades  in  aqueducts  and  bridges. 
The  experiment  succeeded,  nevertheless;  the  resistance  of  the 
hea\^^  outer  wall  proved  more  than  sufficient.  From  the 
purely  formal  standpoint  the  arch  order  was  equally  success- 
ful, in  spite  of  certain  difficulties.  The  longitudinal  vaults, 
being  semicircular,  rose  perforce  even  higher  than  the  top  of 
the  entablature  in  front  of  them,  but  this  was  overcome  by 
the  insertion  of  an  attic  with  pedestals  between  the  stories. 
The  calm  and  dignified  repetition  of  horizontals  and  verticals, 
mastering  and  co-ordinating  the  freer  lines  of  the  arches,  the 
consistent  molded  treatment  of  entablature,  impost,  and 
pedestal,  combine  to  form  a  system  of  powerful  effect,  in- 
dependent of  the  character  of  the  individual  details  or  of  the 
contradiction  of  the  stmctural  expressions  of  lintel  and  arch. 

Domestic  architecture.  The  private  houses,  which  from  the 
fourth  century  w^ere  built  wall  to  wall  in  close  blocks,  followed 
the  Etruscan  model  in  having  a  central  atrium  with  surround- 
ing rooms.  At  the  re^ir  w^as  a  small  garden.  Later  a  more 
elaborate  inner  i)ortion,  built  about  a  court  with  a  colonnade, 
the  so-called  pcristylium,  was  added  under  Greek  influence 
(Fig.  54  [C]).  By  the  second  century  b.c.  this  composite  type 
was  the  model  for  the  ordinary  dwellings  of  the  well-to-do; 
from  early  in  the  first  centur\^  the  wealthy  began  to  elaborate 
them  into  veritable  palaces,  with  marble  columns  and  pave- 
ments. On  the  other  hand,  the  pressure  of  metropolitan  life 
now  forced  the  erection  of  tenements  for  the  poor,  in  three 
or  four  stories. 

Other  types.  Throughout  this  period  the  principal  monu-^ 
mental  ty])C  remained  the  tcm]jle.  Civil  buildings,  in  Italy 
as  in  Greece,  were  late  in  devcl()])ing.  Political  assembly  and 
commercial  intercourse  alike  took  place  at  first  in  the  open 
air.  The  senate,  to  be  sure,  which  in  the  beginning  met  out 
of  doors  or  in  some  tem])le,  was  housed  at  an  early  date  in  a 
special  building,  the  Curia,  which  seems  to  have  followed  the 
scheme  of  the  temi)le  cella.  By  about  200  B.C.  began  the 
construction  of  basilicas,  cxclianges  for  the  merchants,  which 
became  the  seat  of  tribunals  and  gradually  accumulated  other 
uses.     The  first  of  which  we  know  was  built  by  Cato  the  Cen- 
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sor,  in  184  B.C.,  and  others  quickly  followed.  Regarding  the 
original  form  of  these  and,  indeed,  of  all  the  basilicas  of  Rome 
prior  to  the  days  of  Caesar,  we  have  no  certain  knowledge. 

Grouping:  town  planning.  The  grouping  of  public  buildings, 
such  as  the  temples  and  basilicas  which  fronted  the  forum, 
the  principal  open  space  of  the  city,  was  an  irregular  and 
accidental  one,  like  that  of  the  great  sanctuaries  of  early 
Greece.  Only  in  a  town  essentially  Hellenistic,  Hke  Pompeii, 
was  there  a  more  uniform  treatment  such  as  that  of  the  Ionian 
agoras,  resulting  from  the  inclosing  of  the  forum,  shortly  be- 
fore 100  B.C.,  by  columnar  porticoes  forming  a  long  rectangle. 
Although  the  city  of  Rome,  with  its  unexpected  growth,  con- 
formed to  no  regular  plan,  many  towns  showed  in  their  general 
layout  common  characteristics  derived  from  a  principle  con- 
secrated in  Italy  from  the  earliest  times,  division  by  two  axes 
which  crossed  at  right  angles.  Parallel  to  the  principal 
streets  which  marked  these  axes  were  minor  streets  delimiting 
the  house  blocks;  in  one  of  the  angles  was  frequently  the 
forum,  as  at  Pompeii. 

Imperial  architecture,  c.  50  B.C.  to  ji^o  a.d.  Development. 
The  transformation  of  Roman  architecture  to  its  imperial 
scale  and  splendor  began  with  the  buildings  of  Pompey  and  of 
Julius  Caesar,  in  the  middle  of  the  first  centur\'  B.C.  Pompey 
erected  in  55  the  earliest  stone  theater,  built  up  from  the  plain 
on  an  arched  substructure ;  Caesar  did  not  content  himself  with 
adding  a  new  basilica  to  the  forum,  and  providing  better 
quarters  for  the  senate  and  other  assemblies,  but  initiated 
the  custom  of  adding  an  entirely  new  forum,  beyond  the  time- 
honored  buildings  which  prevented  any  enlargement  of  the  old 
Forum  Romanum.  The  buildings  and  rebuildings  of  Augus- 
tus were  so  numerous  as  to  justify  his  boast  that  he  found 
Rome  of  brick  and  left  it  of  marble.  Most  noteworthy,  per- 
haps, was  the  forum  which  bears  his  name  (Fig.  44  [C]),  with 
its  octastyle  Corinthian  temple  of  Mars.  Agrippa,  his  ablest 
minister,  gave  great  attention  to  the  aqueducts,  and  built  the 
first  of  the  great  thermae.  In  Augustus's  reign  also  the 
architect  Vitruvius  compiled,  largely  from  Greek  sources,  his 
compendium  of  rules  and  maxims,  designed  to  assist  in  the  dif- 
fusion of  correct  principles.  Under  Nero  the  dCvStruction  of 
crowded  quarters  by  fire  gave  opportunity  for  rebuilding  them 
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on  a  regular  plan,  with  better  materials,  lower  houses,  and 
wider  streets.  With  the  Flavian  emperors,  69-96  a.d.,  the 
tendencies  toward  regal  luxury"-  of  accommodations  and  toward 
elaboration  of  detail  reached  their  height.  Their  palace  on 
the  Palatine  hill  with  its  magnificent  vaulted  halls,  their 
temples  and  fora,  in  the  entablatures  of  which  there  was 
scarcely  a  member  left  undecorated,  the  "Composite"  capital, 
in  which  elements  of  the  Ionic  and  Corinthian  were  combined, 
attest  their  striving  for  enrichment  of  form.  Under  Trajan, 
Hadrian,  and  the  Antonines,  while  the  magnitude  of  con- 
structive undertakings  increased  still  further,  there  was  a 
reaction  in  favor  of  Hellenic  forms.  In  the  gigantic  Forum  of 
Trajan  (Fig.  44  [F]) — itself  composed  on  Oriental  principles — 
the  great  basilica  dispenses  with  the  vaulted  arcades  of  earlier 
works,  and  employs  a  purely  Greek  system  of  column  and 
lintel.  The  temples  of  the  time  bear  entablatures  in  which 
the  multiplicity  of  ornament  is  much  reduced — in  some  cases 
even  to  the  point  of  austerity. 

Constructive  advances.  At  the  same  time,  however,  Roman 
constructive  science  was  proceeding  with  nipid  stride,  con- 
quering successively  the  difliculties  of  vaulting  semicircular 
apses,  circular  rooms,  and  rectangular  rooms  requiring  lateral 
openings.  In  the  Pantheon  of  Hadrian,  the  halls  of  the 
imperial  thermae  of  Trajan,  Caracalla,  and  Diocletian,  these 
elements  attained  vast  size  and  monumental  efTects  hitherto 
unattainable.  In  the  thermae  also  Roman  architecture 
achieved  some  of  its  greatest  triimiphs  of  logical  planning  at  a 
great  scale.  The  laying  out  of  new  towns  gave  opportunity 
to  extend  its  principles,  as  in  Hellenistic  Asia,  to  the  whole  city. 

Prevalent  types.  The  temples  no  longer  appeared  as  the 
sole  or  even  as  the  chief  irionuments.  In  spite  of  vast  size 
and  costly  materials  they  had  become  secondary'  in  importance, 
as  an  ex])ression  of  the  national  life,  which  was  administrative, 
commercial,  pleasure-loving,  and  egoistic.  Besides  luxurious 
palaces  and  temples  for  self-deification,  the  emperors  erected 
triuinj)hal  columns  and  arches,  mausolea  surpassing  the 
original  at  Halicamassus  in  size  and  magnificence,  and  in- 
dulged the  populace  with  buildings  for  their  favorite  amuse- 
ments. 

Late  imperial  architecture.     In  the  later  monuments  a  new 
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logic  gradually  shows  itself  in  the  relations  of  arch  and  column, 
coincident  with  a  fresh  wave  of  Oriental  influences  sweeping 
over  construction  and  detail  alike.  In  the  Pantheon  and  the 
thermaj  the  arches  are  not  framed  in  by  entablatures  and 
coltmins,  but  rest  frankly  on  them;  in  the  second  century 
montmients  of  Syria  and  the  palace  of  Diocletian  on  the 
Adriatic,  at  the  beginning  of  the  fourth  century,  further  steps 
are  taken  in  the  elimination  of  the  entablature  and  the  bringing 
down  of  the  arch  directly  on  the  head  of  the  column  (Fig.  58). 
Thus  at  the  very  end  of  its  development  Roman  architecture 
attained,  by  the  abandonment  of  its  formal  canons,  the 
solution  of  the  difficulties  of  expression  which  confronted  it, 
laying  the  foundation  for  the  development  of  the  Middle 
Ages. 

Artistic  centers.  Throughout  this  long  history  the  center  of 
artistic  activity  had  remained  the  city  of  Rome,  which 
focussed  the  influences  of  Greece  and  the  Orient.  In  the  last 
days  of  the  empire  the  balance  of  power  inclined  more  and 
more  to  the  east,  and  under  Constantine,  306-337,  the  seat  of 
administration  was  removed  thither,  to  Byzantium  or  Con- 
stantinople, on  the  shores  of  the  Bosphorus.  The  wealth  and 
population  of  Rome  rapidly  fell  away.  The  adoption  of 
Christianity  as  the  state  religion  in  330  caused  the  temples  to 
fall  gradually  into  disuse,  and  temples  and  public  buildings 
alike  were  plundered  for  materials  to  build  the  great  Christian 
basilicas,  the  only  important  fresh  undertakings  of  the  time. 
With  thfe  sack  of  Rome  by  the  Goths  in  410  and  the  Vandals 
in  455  the  last  vestiges  of  its  imperial  power  were  broken, 
and  the  abdication  of  Romulus  Augustulus  on  demand  of  the 
barbarian  chieftain  Odoacer  in  476  marked  the  end  even  of  the 
nominal  existence  of  the  Roman  Empire  in  the  west. 

Character  of  important  types.  Whereas  in  Greece  it  is  the 
development  of  the  forms  of  detail,  to  which  the  Greeks  gave 
the  most  scrupulous  attention,  which  is  of  primary  importance, 
in  Rome  it  is  rather  the  development  of  the  great  functional 
types  which  demands  an  intensive  study. 

Temples.  In  Rome  the  temple  was  no  more  intended  than 
in  Greece  for  jcongregational  worship,  and  the  great  size  to 
which  it  ultimately  grew  was  rather  the  result  of  a  desire  for 
imposing  effect.     The  ritual,  influenced  by  that  of  the  Greeks, 
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left  considerable  liberty  in  form  and  orientation,  though  the 
image  was  preferably  at  the  east.  In  matters  of  disposition 
the  develo])ment  was  toward  a  steadily  closer  approximation 
to  the  Greek  scheme  with  a  continuous  exterior  peristyle. 
The  Etruscan  temples  had  never  a  colonnade  at  the  rear,  the 
Roman  cellas,  as  early  as  republican  times,  were  provided 
with  a  decorative  disguise  of  enga};ed  columns  on  the  rear  as 
well  as  on  the  sides,  and  this  was  retained  in  early  imperial 


times.  The  Ix'st  ])n'ser\-ed  and  most  famous  example  is  the 
so-called  Maison  Carri'e  at  Ninies  in  southern  France  (Fig.  41), 
a  hexastyle  temple  of  rich  Corinthian  order,  which  shows  that 
the  Rom.'ins  were  nt>t  behind  the  Greeks  in  mastery  of  propor- 
tions and  subtlety  of  lunn.  The  dehcate  curvatures  of  line 
and  siirface  which  reliLved  the  rej^ularity  and  varied  the  play 
of  lt},''il  and  sh;ide  in  Greek  monuments  recur  in  its  plan. 
Other  tem|)les.  like  that  of  M:ir.s  in  the  Forum  of  Augustus, 
l)eriieliiale  a  type  alreaily  foitiul  in  Etruscan  times,  and 
iipiiroatliin^  the  piTistvlar  :trr;inj;enieiU  more  nearly — having 
a  fi-ee-standiiij;  cnlonnade  almi^  the  side;;  as  well  as  the  front, 
but  iiiK  acrnss  the  re;ir.  The  tendency  was  more  and  more 
toward  a  complete  peristyle,  still  in  use  in  half-Greek  Pompeii 
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in  the  second  century  b.c.  before  the  establishment  of  the 
Roman  colony  there,  and  appearing  in  Rome  with  the  temple 
completed  by  Augustus  in  the  Forum  of  Caesar.  One  of  the 
most  notable  examples  was  the  double  temple  of  Venus  and 
Rome  built  by  Hadrian  near  the  Forum.  It  had  fronts  of 
ten  colimms,  and  a  cella  with  two  chambers  back  to  back, 
which  were  for  the  first  time  vaulted  with  barrel  vaults.  A 
magnificent  decoration  of  half  columns  and  statued  niches 
along  the  interior  walls  is  the  lineal  descendant  of  the  interior 
colonnades  of  the  early  Greek  cellas,  through  the  temple  at 
BassoD  and  the  temple  of  Apollo  at  Did>TTia.  A  few  temples, 
though  rectangular,  varied  from  the  traditional  arrangement 
in  having  the  portico  built  against  the  long  side,  but  this  was 
only  from  s]}ecial  exigencies.  Both  stylobate  and  podiiun 
were  used  as  substructures;  the  roof  remained  steadily  a 
gabled  one,  fronted  by  a  pediment.  In  a  few  instances  only 
were  temples  left  roofless. 

Circular  temples.  A  class  of  considerable  importance  was 
that  of  the  roimd  temples.  The  two  well-known  republican 
exami)les,  in  Rome  and  Tivoli  (Fig.  39),  do  not  differ  greatly 
from  similar  buildings  in  Greece.  Both  are  of  the  Corinthian 
order,  with  unvaulted  cellas.  The  first  Pantheon  in  Rome, 
built  by  Agrippa,  must  have  been  similar  in  principle,  though 
on  a  far  larger  scale.  The  Pantheon  which  stands  to-day, 
rebuilt  by  Hadrian  (120-124  a.d.)  and  restored  under  Sevenis 
(202  A.D.),  shows,  on  the  contrary-,  an  application  of  the  new 
Roman  constructive  methods  (Fig.  42).  A  single  hemispher- 
ical dome  s])ans  the  circular  interior  of  over  one  hundred  and 
forty  feet  diameter,  its  crown  at  just  an  equal  height  above 
the  i)avement.  Light  comes  through  a  single  eye  at  the  top, 
through  which  rain  may  fall  without  causing  any  incon- 
venience, thanks  to  the  area  and  volume  of  the  interior.  The 
massive  walls  are  pierced  by  eight  niches,  alternately  square 
and  semicircular,  originally  arched  across,  with  screens  of 
Corinthian  cohmms;  the  vault  fs  deeply  recessed  w4th  coffers 
diminishing  as  tliey  ascend,  and  once  decorated  with  bronze 
rosettes.  A  rich  veneer  of  marl)le  slabs  over  the  constructive 
brickwork  of  the  walls  com])lements  the  unrivaled  abstract 
unity  of  the  general  fonn. 

Temple  inclosures.     Although  many  early  temples  in  Rome, 
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and  their  successors  on  the  same  sites,  stood  directly  on  the 
borders  of  the  Forum,  it  was  preferred  in  later  days  to  follow 
the  practice  of  Hellenistic  Greece  and  place  the  temple  in  a 
colonnaded  inclosure,  serving  both  to  give  shelter  to  the 
worshippers  who  watched  the  sacrifice  and  to  heighten  the 
architectural  effect.  At  Pompeii,  in  the  precinct  of  Apollo, 
this  arrangement  was  a  legacy  from  the  Greek  days  of  the 
town;  in  Rome  it  came  in,  with  the  peripteral  temple,  in  the 
Forum  of  Caesar,  which  was  at  the  same  time  a  temple 
inclosure  (Fig.  44  [B]).  Later  architects  were  not  contented 
with  the  simple  rectangular  plan.  In  the  Forum  of  Augustus 
they  introduced  great  segmental  exedrae  to  right  and  left; 
in  the  temple  of  Jupiter  at  Baalbek  in  Syria  they  added  a 
second,  hexagonal  court  in  front  of  the  principal  one. 

Size  of  temples.  In  size  the  temples  varied  as  much  as  those 
of  Greece,  and  within  much  the  same  limits.  No  Greek 
tcTTiple,  however,  rivaled  the  one  at  Baalbek  in  the  complexity 
and  extent  of  its  accessories,  with  which  it  covered  in  all  a 
space  a  thousand  by  four  hundred  feet. 

Fora,  The  forum  served  at  first  for  all  forms  of  trade  as 
well  as  for  political  assembly,  and  this  remained  true  in  the 
smaller  towns.  In  the  cities,  and  especially  in  Rome,  the 
volume  of  trade  forced  the  institution  of  subordinate  fora  for 
various  classes  of  goods,  leaving  \.\\c  forum  civile  for  the  bankers 
and  for  general  business  intercourse.  About  it  were  grouped 
the  principal  public  buildings  (Fig.  43).  Thamugadi  (Tim- 
gad),  a  colony  planted  by  Trajan  in  Africa,  shows  the  form 
which  might  be  selected  for  the  fonmi  in  imperial  times,  in  a 
case  where  all  was  ])lanned  from  the  beginning — a  square 
court  surrounded  by  an  unbroken  peristyle.  In  Rome,  the 
supplementary  fora  civilia  built  by  the  emperors  culminated 
in  that  of  Trajan,  designed  by  Aj)ollodorus  of  Damascus, 
which  included  a  vast  comj)lcx  of  buildings  for  varied  uses 
(Fig.  44  1F|).  It  followed  in  disposition,  as  has  been  recog- 
nized, the  Egyjjtian  temple  scheme.  First  came  a  broad  court, 
the  forum  ])roper,  surrounded  on  three  sides  by  a  colonnade, 
on  the  flanks  of  wliich  were  enonnous  exedrns  bordered  with 
sliops.  Across  the  further  side  of  the  court,  like  the  h\'postyle 
hall  of  the  Eg\'j)lian  tcni])le,  lay  a  basilica  of  unequaled 
extent;  beyond  it,  like  the  Egyptian  sanctuan,',  was  the  temple 
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of  Trajan,  surrounded  by  a  second,  oblong  inclosure.  Even 
the  pylon  and  the  obelisk  had  their  counterparts  in  the  monu- 
mental arch  which  gave  access  to  the  first  court  and  the 
triumphal  column  which  stood  at  the  entrance  to  the  second. 
There  was  a  variety  and  technical  dexterity  of  planning 
which  the  Eg\'ptian  prototypes  had  lacked. 

Adjuncts  of  the  forum.  As  adjuncts  to  the  Forum  Romanum, 
which  remained  the  political  center,  were  the  Curia  or  senate 
house,  the  Comititmi  for  the  meeting  of  the  assembly,  and  the 
Rostrum  from  which  orators  addressed  the  populace.  This 
platform,  which  stood  at  the  end  of  the  principal  space  toward 
the  Capitol,  was  richly  decorated  with  sculptured  parapets 
and  small  commemorative  colimins,  as  well  as  with  the  ships* 
prows  which  gave  it  its  name.  On  the  pavement  of  the  forum 
itself  was  a  forest  of  statues,  and  such  triimiphal  arches  and 
columns  as  could  find  place,  making,  with  the  fagades  of 
temples  and  basilicas,  an  effect  as  rich  as  those  of  the  national 
sanctuaries  of  Greece, 

Basilicas.  The  basilicas,  which  serv^ed  the  varied  neces- 
sities of  intercourse  under  cover,  were  not  uniform  in  plan, 
but  were  in  general  buildings  of  spacious  interior,  with  col- 
umnar sup])orts,  not  narrow  and  open  on  one  side  like  a 
gallery  or  stoa,  but  broad  and  inclosed,  like  a  hall.  In  Greece 
there  were  already  a  few  buildings  which  fall  under  this 
definition,  though  they  were  not  designated  by  the  same  name. 
They  belonged  both  to  the  Greek  type  of  plan,  a  deep  hall 
with  longitudinal  colonnades,  and  an  apse  opposite  the 
entrance,  and  to  the  Oriental  type,  a  broad  hall  with  an 
interior  i)eristyle.  In  Rome  the  existing  monimients  also 
include  ex<iini)les  of  both  types,  to  neither  of  which  can  a 
chronological  i)riority  be  assigned.  The  Oriental  type  counted 
among  its  representatives  two  of  the  most  conspicuous  build- 
ings, the  Basilica  Julia  in  the  Forum  Romanum  and  the  Basil- 
ica Ul])ia  in  the  Forum  of  Trajan  (see  Fig.  44  [3]  and  [8]).  The 
Basilica  Julia  turned  its  long,  princi]3al  facade  to  the  Forum 
and  was  lined  on  the  rear  by  a  range  of  shops.  Between  was 
an  oblong  hall  surrounded  by  two  concentric  vaulted  corri- 
dors in  two  stories,  of  an  ordonnance  similar  to  that  of  the 
Tabularium.  The  im])ossibility  of  securing  sufficient  light  in 
the  central  hall  through  the  lateral  openings  gives  rise  to  the 
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assumption  that  its  ceiling  was  raised  on  a  clerestory  with 
windows  above  the  flat  roofs  of  the  aisles,  as  in  the  Egyptian 
temples  and  in  certain  late  Greek  buildings  which  show 
Egyptian  influence.  The  building  was  exceptional  in  having; 
such  an  open  treatment  of  the  exterior,  arising  partly,  doubt- 
less, from  a  desire  for  a  rich  effect  suitable  to  its  conspicuous 
position.  Similar  in  its  genera!  plan  to  the  Basilica  Julia  was 
the  Basilica  Ulpia,  in  spite  of  its  having  columns  and  lintels  in- 
stead of  piers  and  an  arch  order.  The  central  space,  although 
over  eighty  feet  in  span,  was  doubtless  co\-ered  by  a  wooden 


roof.  A  unique  addition  was  that  of  the  great  apses  at 
either  end.  The  Basilica  vEmilia,  which  forms  a  pendant  to 
the  Basilica  Juha  by  its  position  in  the  Fonim,  and  owes  its 
existing  form  to  much  the  same  time,  seems  to  sh(jw  the  con- 
trary plan  of  a  narrow  and  deep  hall,  turning  its  flank  to  the 
Forum,  and  having  its  galleries  along  two  sides  only.  The 
same  variety  could  be  traced  tiirough  tiie  provinciiil  examples. 
The  basilica  of  Maxcntius.    Unique  in  its  structure  among  the 
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basilicas  was  one  in  the  Sacred  Way  begun  by  Maxentius  and 
completed  by  Constantine  (Figs.  44  [5]  and  45).  A  vault  was 
substituted  for  the  wooden  roof  over  the  nave,  the  vaulting 
system  being  taken  over  almost  intact  from  its  earliest  repre- 
sentatives, the  great  halls  of  the  baths  in  which  we  shall 
study  it.  There  are  but  three  bays  in  a  length  of  nearly  two 
hundred  feet,  and  the  clear  span  of  the  nave  is  over  seventy- 
five  feet.  In  spite  of  the  considerable  modifications  necessar}'- 
in  the  form  of  the  points  of  support  and  of  the  clerestory,  the 
essential  scheme  of  the  basilica  is  recognizable.  It  belonged 
originally  to  the  Greek  type,  with  aisles  along  two  sides  only, 
the  entrance  on  one  of  the  narrow  ends,  iind  an  apse  opposite. 
As  completed  by  Constantine  it  had  a  second  entrance  in 
the  center  of  the  broad  side  toward  the  Forum,  and  a  second 
apse  opposite  this,  producing  a  hybrid  plan.  In  the  adoption 
of  the  fire-])roof  and  permanent  methods  of  covering  which  had 
been  developed  in  other  classes  of  buildings  the  Basilica  of 
Maxentius  marks  a  notable  progress,  prophetic  in  many  ways 
of  the  development  of  the  Christian  basilica  into  the  mediaeval 
vaulted  church. 

Theaters.  The  preconditions  of  the  development  of  the 
Roman  theater,  in  its  difTerences  from  the  Greek  theater,  are 
to  be  fotuid  in  the  native  Italic  drama  and  the  method  of  its 
presentation  in  early  Rome.  As  the  audience  at  first  stood  on 
level  ground  during  the  ])erformance,  the  stage  had  to  be  of  a 
moderate  height.  As  there  was  no  chorus  there  was  no 
necessity  for  an  open  space  or  orchestra  before  the  stage. 
The  first  inclosed  theaters  were  of  wood,  doubtless  rectangular, 
with  seats  j)arallel  to  the  stage  and  soon  arranged  in  ascend- 
ing tiers  (Pig.  46).  Stage  and  auditorium  were  easily  brought 
into  architectural  unity  and  under  a  single  roof.  No  great 
change  in  princi])le  was  involved  in  the  substitution,  within  the 
rectangular  building,  of  segmental  or  circular  seats,  as  seen 
in  the  small  theater  at  P()mi)eii,  built  soon  after  80  B.C.,  under 
the  influence  of  the  existing  Hellenistic  theater  close  by. 
As  the  dimensions  increased,  an  awning  or  velariimi  had  to  be 
substituted  for  a  wooden  roof,  but  the  walls  of  the  building  re- 
mained of  equal  height,  and  the  one  at  the  rear  of  the  stage, 
the  scccnce  frons,  decorated  with  columns  in  imitation  of  the 
background  of  the  Greek  stage,  had  to  be  treated  in  two  or 
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three  stories.  This  was  the  state  of  the  Roman  theater 
when,  just  before  the  end  of  the  republic,  a  single  building 
established  the  final  form. 

Stone  theaters  in  Rome.  .The  theater  of  Pompey,  the  first 
stone  theater  in  Rome,  built  in  55  B.C.,  is  stated  to  have  fol- 
lowed the  model  of  the  theater  at  Mitylene.  The  features  de- 
rived from  this  prototype,  however,  can  have  been  merely 
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FIG.    46 — SCHEMATIC     REPRESENTATION    OF    THE    DEVELOPMENT    OF    THE 

ROMAN  THEATER.       (FIECHTER) 
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the  general  idea  of  the  building,  with  a  vast  colonnaded  court 
for  promenading,  and,  especially,  the  dominating  circular  form 
of  the  auditoriiun.  With  this  came  the  orchestra,  which, 
however,  was  reduced  as  much  as  possible,  to  a  semicircle. 
The  Roman  element  retained  was  the  close  structural  union 
of  the  auditoriimi  with  the  stage,  the  walls  of  which  doubtless 
rose  to  the  full  height  of  the  scats.  A  necessar\^  prerequisite 
for  the  execution  of  the  auditorium  in  stone,  on  a  plain,  was 
the  development  of  the  Roman  technique  of  vaulting,  by 
which  the  seats  were  supi^orted  far  above  the  ground,  and  by 
which  radial  openings  were  left  for  ])assagcs  and  stairs  to 
the  upper  ranges.  For  the  fagade  the  scheme  of  the  Tabula- 
rium,  with  arghes  and  columnar  decoration,  was  adopted,  as 
later  in  the  Colosseiun  (Fig.  40).  Thus  whereas  in  Greece 
orchestra  and  circle  of  seats  were  the  primitive  dements  and 
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the  stage  with  its  accessory  buildin^^  was  a  later  development, 
in  Rome  the  stage  was  the  original  component,  and  the 
orchestra  and  circular  auditorium  were  additions  taken  over 
from  Greece.  The  product  of  the  synthesis,  as  exemplified  in 
the  three  great  theaters  of  the  city  of  Rome — those  of  Pompey, 
Marcellus,  and  Balbus— or  in  the  theater  at  Ostia  (Fig.  47), 
was  a  creation  which  had  its  own  merits,  not  only  in  adaptation 
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to  the  requirements  of  the  Roman  drama,  but  in  unity  of 
design  and  K])lcn(lor  of  external  and  internal  effect. 

Theaters  i'l  the  froiinccs.  In  ihe  provinces  the  same  scheme 
was  repeated,  LiUhoii^'li  Ifss  ample  means  usually  resulted  in 
the  use  of  convenient  hillsides  In  supjiort  at  least  a  part  of  the 
auditorium,  as  al  Venma,  and  at  Orange  in  France.  In  most 
of  the  eastern  examples  the  looseness  of  connection  in  plan 
persisted  in  si)ite  of  the  adoption  of  a  high  stage  background. 
At  Aspendos  in  Asia  Minor,  however,  the  interior  shows  the 
full  Roman  ty|ie,  wiih  one  of  the  richest  developments  of  the 
sctnitr  frail s.  In  contrast  to  most  Augustan  and  later  western 
stage  backgrounds,  which  show  an  ever  greater  elaboration  of 
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three  great  niches  enframing  the  doors,  this  shows  the  ten- 
dency of  the  east  to  multiply  openings  and  colxmmar  subdi- 
visions while  retaining  the  flat  wall  surface.  In  both  cases  the 
sccBfUB  frons  was  no  longer  a  resultant,  a  means,  but  an  end  in 
itself,  resulting  only  remotely  from  suggestions  from  the 
drama,  treated  rather  in  accordance  with  the  general  decora- 
tive conceptions  of  imperial  architecture. 

Amphitheaters,  Among  the  Romans  the  drama  was  second- 
ary to  the  more  exciting  amusement  of  gladiatorial  com- 
bats, introduced  from  Campania  in  the  third  century  and 
held  at  first  in  the  forum  or  the  circus.  In  the  provision  of 
special  architectural  arrangements  for  such  contests  Rome  was 
also  behind  Campania,  for  in  Pompeii  an  elliptical  arena  with 
stepped  seats  was  begun  soon  after  80  B.C.,  whereas  in  Rome  it 
was  not  until  58  B.C.  that  two  theater  auditoria  of  wood,  facing 
each  other,  were  built  to  form  the  first  amphitheater  of  the 
city.  The  games  of  Caesar  were  still  celebrated  within 
wooden  stands,  and  it  was  not  until  the  time  of  Augustus, 
29  B.C.,  that  Rome  had  its  amphitheater  in  stone.  Although 
in  Pompeii,  however,  the  arena  was  largely  excavated  in  the 
earth,  and  the  rear  seats  were  supported  on  solid  masonry, 
in  Rome  the  amphitheater  was  built  up  from  the  plain  like 
the  theaters,  with  a  richly  arcaded  exterior. 

The  Colosseum.  The  Flavian  amphitheater,  known  as  the 
Colosseum,  which  succeeded  that  of  Augustus  in  the  years 
70-82  A.D.,  shows  this  arrangement  in  its  final  and  most 
splendid  form  (Fig.  40).  About  the  elliptical  arena  rose  three 
successive  tiers  of  seats  separated  by  high  parapets,  and 
crowned,  very  probably,  by  an  encircling  colonnade.  On  the 
exterior  were,  first,  three  stories  of  open  arcades  decorated 
with  the  arch  order,  Doric,  Ionic,  and  Corinthian.  A  fourth- 
story  wall,  perhaps  originally  of  wood,  was  tre^ited  with 
Corinthian  pilasters.  Corbels  near  the  top  carried  wooden 
masts  which  probably  supported  the  immense  velariimi,  and 
formed  the*necessar>^  visual  crown  for  the  uniformly  repeated 
orders  below.  The  regular  spacing  of  the  tiers,  diminishing 
rhythmically  in  perspective,  and  the  unbroken  sweep  of  the 
cornices  about  such  a  vast  surface,  gave  an  unequaled  majesty 
and  dignity,  which  justified  the  identification  of  the  Colosseum 
with  the  power  of  Rome  itself.     Structurally  the  triumph  was 
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no  less  remarkable.  The  elliptical  plan  required  every  one  of 
the  radial  passages  and  every  foot  of  the  concentric  vaults  to 
differ  from  its  neighbors,  yet  much  was  executed  in  stone,  ac- 
curately cut  to  the  most  difficult  geometrical  shapes.  In  the 
third  arcade,  where  practical  necessities  prevented  the  carry- 
ing of  a  concentric  barrel  vault  above  the  arches  of  the  fagade, 
as  had  been  done  in  the  previous  stories,  the  vault  was  dropped 
to  the  same  level  as  the  arches  and  penetrated  by  continua- 
tions of  them.  The  resulting  form,  the  groined  vault,  here 
appearing  for  the  first  time  in  Italy,  had  general  advantages 
which  were  soon  manifest,  in  that  it  required  for  its  support, 
not  a  continuous  massive  abutment,  but  isolated  piers  on 
which  the  thrusts  were  concentrated.  After  the  form  of  the 
amphitheater  in  the  capital,  others  were  erected  in  the  Italian 
and  provincial  cities,  notable  remains  existing  at  Verona, 
Nimes,  Aries,  and  many  other  places.  These  had  seats  for 
twenty  to  twenty-five  thousand  spectators,  while  the  greatest, 
in  Rome  and  Campania,  had  a  cai)acity  of  twice  that  nimiber. 

Circuses.  Mightier  still  were  the  circuses  for  chariot-racing, 
the  oldest  of  Roman  amusements,  first  held  in  the  valley 
between  the  Palatine  and  the  Avcntine  hills,  where  in  the 
course  of  years  was  built  the  Circus  Maximus,  with  seats 
ultimately  for  two  hundred  thousand  spectators.  The  course 
was  long  and  narrow,  with  a  sharp  turn  like  that  of  the  Greek 
stadion,  to  the  seating  arrangements  of  which  those  of  the 
circus  also  confonncd.  Down  the  center  of  the  course  was  the 
barrier,  or  spina,  separating  the  stretches,  adorned  with 
ol)clisks  and  monuments;  at  the  end  o})])osite  the  turn  were 
the  starting  arrangements,  with  individual  cells  for  each 
chariot,  in  a  segment  focussing  on  the  first  comer.  The 
exterior  was  on  a  system  like  that  of  the  theaters  and  amphi- 
theaters. 

Baths  and  ihcrmco.  The  Roman  bathing  establishments 
Ijrogressed  from  the  sim])lest  utilitarian  structures  to  luxurious 
institutions,  offering  facilities  not  only  for  bathing  and  physical 
exercise,  but  for  the  social  intercourse  of  a  modem  caf6  or 
club.  Examples  from  the  later  days  of  the  republic  at 
Pomj^eii  sliow,  at  a  small  scale,  the  typical  complement  of 
rooms  and  their  arrangement.  A  court,  or  palaestra,  for  ex- 
ercise was  accompanied  by  a  series  of  rooms  in  which  dif- 
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ferent  temperatures  were  maintained:  the  frigidarium,  the 
tepidarium.  the  caldarium.  The  frigidariutn  contained  the 
cold  plunge  bath,  the  caldarium  the  hot  baths,  the  tepidarium 
served  to  lessen  the  shock  in  passing  from  one  to  the  other  and 
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also  might  contain  basins  for  those  who  found  the  cold  bath 
too  severe.  A  dressing-room— the  apodytcrium — and  a  stciim 
bath — ^the  laconicum — ^were  further  desirable  features.  In 
baths  intended  for  both  men  and  women  two  suites  of  these 
rooms  were  pro\'ided,  their  caldaria  abutting  near  the  furnace, 
with  the  other  rooms  successively  more  distant  from  it. 
The  themuE  oj  Caracalla,  3ij  a.d.      In  the  thcmiic  of  im- 
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penal  timOK,  initiattni  by  A^rippa,  all  these  features  were 
magnified  to  enormous  scale  and  combined  with  those  of  the 
Greek  gymnasium.  The  bathing  establishments  proper  were 
surrounded  by  vast  inclosures  with  shaded  walks,  exedrje,  and 
areas  for  various  games.  Among  the  dozen  thermae  in  which 
successive  emperors  tried  to  outdo  one  another,  those  of 
Caracalla  are  distinguished  both  by  their  fair  preservation 
and  by  the  logic  and  the  formal  interest  of  their  plan  (Fig.  48) . 
The  three  princiijal  elements,  each  unique,  were  placed  on  the 


main  axis  in  an  ascending  scries,  the  frigidarium  with  flat 
ceiling  or  open  to  the  sky,  the  teiiidarium  with  groined  vaults, 
the  calilarium  with  a  dninc  and  niches  like  those  of  the  Pan- 
theon. To  left  and  righi  were  ^■estibules  and  dressing-rooms, 
with  two  gR'ut  ]>erislylar  ]>aUi'slras  surrounded  by  minor 
rooms,  still  of  large  si/e.  The  tcpidarium,  as  the  room  of 
medium  t nil perat lire,  was  seized  on  as  the  key  to  the  circula- 
tion of  ]K'oplc,  and  its  axis  was  l[iken  as  the  principal  trans- 
verse line  of  the  plan,  prolonged  through  the  peristyles  and 
their  cxedra',  Sqiarate  access  fnhc  courts  was  provided  from 
both  front  and  side,  and  the  rnnnis  i)f  the  rear  were  opened 
freely  to  the  gardens  by  means  of  colminades.  The  gardens 
themselves  had  their  axes  emj)hasizcd  by  the  stands  Opposite 
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the  projecting  caldarimn,  and  by  subordinate  exedra^.  The 
variety  of  form  of  the  units  and  the  rich  interplay  of  the  axes 
have  been  an  inspiration  for  the  complex  and  elaborate  plans 
of  modem  t  mes. 

The  tepidarium.  Most  fruitful  for  later  developments  was 
the  typical  form  of  the  tepidariimi,  repeated  in  the  baths  of 
Diocletian  (Fig.  49)  for  the  caldariimi  as  well.  Its  length  was 
divided  into  three  bays  marked  by  enormous  columns,  each 
with  a  fragment  of  entablature  which  served  as  impost  for 
the  groined  vaults.  These  had  the  form  of  a  longitudinal 
cylinder  intersected  by  three  transverse  cylinders,  spaced  a 
short  distance  apart  and  projecting  slightly  beyond  the  inter- 
sections. The  square  mass  of  masonry  between  the  diago- 
nally descending  ^oins  rested  on  the  entablatures  of  the  col- 
umns. The  entire  outward  thrust  of  the  vaults,  concentrated 
on  these  points,  was  sustained  by  the  deep  transverse  walls 
behind  them,  which  were  carried  up  as  visible  buttresses  high 
above  the  roofs  of  the  neighboring  rooms.  These  struck  in 
at  the  height  of  the  spring  of  the  vaults,  leaving  the  semi- 
circular spaces  beneath  the  crown  free  for  great  clerestory 
windows  in  each  bay  and  at  the  ends.  The  spaces  between  the 
buttress  walls  were  filled  with  barrel -vaulted  niches,  across 
which  were  carried  screens  of  relatively  smaller  columns  which 
emphasized  the  great  scale  of  the  main  order.  As  in  the 
Pantheon  the  vaults  were  richly  coffered,  the  walls  incrusted 
with  marble. 

Aqueducts.  Bridges.  The  aqueducts  which  furnished  the 
water  supply  necessary  for  the  baths  and  for  the  general  use 
of  a  Roman  city  were  for  the  most  part  not  on  a  pressure  sys- 
tem, but  were  carried  into  the  city  at  a  high  level  after  being 
brought  with  a  gradual  fall  from  elevated  sources.  For  a  city 
in  the  midst  of  a  plain,  like  the  mctroi)olis,  this  necessitated 
the  support  of  a  great  length  of  the  water  channel  at  a  con- 
siderable height  above  the  ground.  The  uniform  ranges  of 
arches  on  tall  piers,  by  which  this  necessity  was  met,  show 
construction  in  stone  or  concrete  devoid  of  ever\'  extraneous 
ornament,  yet  impressive  by  the  ruggcdness  of  the  material 
and  the  straightforwardness  with  which  constructive  methods 
are  confessed.  Where  the  aqueduct  had  to  be  carried  across 
a  deep  valley  there  was  an  added  interest  due  to  the  varied  size 
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klv  Kx''''  advantage  of  the  l>est  footing. 
■f  the  arches  which  lr.inK>  ^^^  ^^^^  ^^  ^^^  ^^ 


;  instance  is 


most  f'^^y^*  "re  three  ranges  of  arches  one  above 


*^'^u  •'"'^■u'^^Jra  siith  of  a  mile  Iohr  and  over  a  hundred 
SX  £t"a'£-  the  ^treaxn  in  the  valley.  Of  the  h..^ 
voussoii4d  arches  of  stone  m  the  two  lower  ranRes.  the  pair 
over  the  riwr  are  distinguished  by  a  visibly  Rreatcr  width  than 
the  others,  those  next  the  sloi^cs  by  a  corrcs]iondins  reduction.. 


The  iniposls  are  ]»Iaee<l  freely  at  whate\-er  heights  the  spans 
denianiK'd.  The  upjier  range  of  niiifiinn  smaller  arches  leads 
ui>  U>  the  qiiii't  ertdenee  of  the  sky-litie,  like  D<iric  triglyphs 
inteniiediale  between  columns  nu<\  enmicc.  Much  the  same 
problems  as  in  the  iique<lucts  recur  in  the  highway  bridges, 
and  the  same  divisirm  of  ty])es  reairs.  The  bridges  o\'er  wide 
ri\-crs  with  low  b;mks  have  a  uniform  series  of  arches,  some- 
limes  with  tlie  i>icrs  lightened  by  minor  arches  supporting 
the  roailway,  as  in  the  Pons  Mulviiis  at  Rome;  those  over 
deep  ra\'ines  have  a  single  arc'h  or  se\-eral  of  sharply  graded 
size,  as  at  N'arni.  The  en<ls  of  the  principal  pier  might  be 
deeuratcd  with  a  mimumental  arch  or  a  small  shrine. 
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Monuments:  the  column;  the  trophy.  The  desire  of  the 
Romans  for  military  glorification  early  caused  them  to 
appropriate  the  Greek  votive  colimm  for  monumental  use. 
To  commemorate  a  naval  victory,  Duilius,  in  260  B.C.,  erected 
a  colimm  decorated  with  the  prows  of  captured  ships,  a  rostral 
column,  as  it  was  called.  The  greatest  of  the  columnar 
monimrients  were  those  of  Trajan  and  of  Marcus  Aurelius  and 
Faustina,  each  consisting  of  a  marble  Doric  shaft  on  a  square 
sculptured  pedestal.  They  carried,  at  a  height  of  over  one 
hundred  feet,  gilded  statues  of  their  founders,  and  were 
decorated  with  continuous  spiral  reliefs  celebrating  their 
campaigns.  From  the  Greeks  also  came  the  Custom  of  erecting 
on  the  battlefield  a  trophy  of  victory,  composed  of  armor  and 
weapons,  or  imitated  from  them  in  stone.  The  possibility 
of  a  further  montunental  development  of  the  trophy  lay  in  its 
pedestal,  which  was  elaborated  to  an  even  greater  extent  than 
in  the  Hellenistic  examples.  In  the  trophy  of  Augustus,  near 
Monaco,  a  circular  peristyle  in  two  stories  on  a  tall  square 
basement,  and  with  a  steep  conical  roof,  supports  the  trophy 
proper  at  a  great  height. 

The  arch.  A  more  characteristically  native  monumental 
type  was  the  commemorative  or  ** triumphal"  arch,  originally 
of  temporary  character  and  perishable  materials,  erected  to 
welcome  a  returning  victor  as  he  passed  through  Rome  in 
tritmiphal  procession.  In  the  imperial  period  such  arches, 
made  permanent  in  stone,  were  used  for  various  commemora- 
tive purposes,  in  all  parts  of  the  empire.  The  earliest 
examples,  from  the  time  of  Augustus,  show  the  arch  framed, 
as  in  the  Tabularium  and  the  theaters,  by  two  columns  and 
an  entablature,  perhaps  with  a  pediment.  In  any  case  there 
was  a  pedestal  or  attic  above,  scr\^ing  as  a  support  for  statues. 
Soon  a  second  column  was  added  on  either  side  of  the  original 
pair,  inclosing  a  rectangular  field — the  classic  instance  being 
the  Arch  of  Titus  in  Rome  (Fig.  51).  The  columnar 
apparatus,  here  frankly  decorative,  is  handled  with  the  greatest 
mastery  of  form.  Emphasis  is  given  the  central  oi)ening  by 
the  projecting  architrave,  uniting  the  inner  colimins  and 
casting  a  deep  shadow  over  the  relief  scul])ture  in  the  triangular 
spandrels  below.  The  silhouette  is  enriched  by  the  breaking 
of  the  entablature  about  the  comer  columns,  while  they  are 
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united  with  their  neighbors  by  the  simple  pedestal  which  quiets 
the  variety  above  and  rests  firmly  on  the  earth.  As  the 
necessary  completion  above,  one  must  imagine  the  quadriga, 
a  bronze  chariot  with  four  horses  and  scu]])tured  figures.  A 
further  development  of  the  monumental  arch  was  the  widening 
of  the  side  bays  and  the  insertion  of  subordinate  arches  in 
them,  as  in  the  Arch  of  Domitian,  near  the  Colosseiun,  later 
appropriated  by  Constantinc.     Here  pedestal  and  entablature 
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break  alxiut  all  four  culunins,  and  the  unity  dcjKinds  on  the 
rhyllimical  s\^llnK■try  of  the  arches.  Later,  and  in  the 
provincvs,  the  desit;ners  of  arches  soujjht  to  exhaust  the 
possibilitius  of  comliination  of  the  arch  and  column. 

Gales.  The  motives  of  the  trium[)hal  arch  were  also  carried 
over  to  the  city  j;ates,  which  hiid  often  in  the  days  of  the 
Roman  jx^acc  rather  a  s^iholical  than  a  military  significance. 
Even  a  gate  whicli  retained  its  fortified  character,  like  the 
Porta  Nij;ru  in  Trier  on  the  C.ennan  frontier,  was  given  a 
monumental  e.xpressiun  by  columnar  adi.>niinent   (Fig.   52). 
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The  main  openitiKs  and  the  windows  of  towers  and  galleries 
are  enframed  as  in  the  Colosseum,  but  with  greater  sternness 
and  sobriety. 

Grave  monuments.     The   same   instinct   that   created   the 
commemorative  columns  and  arches  shows  itself  in  the  grave 
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monuments,  which  in  imperial  times  took  on  a  magnificence 
even  greater  than  in  Hellenistic  Greece.  Both  burial  and 
incineration  were  practised,  and  richly  decorated  urns  and 
sarcophagi  were  employed.  These  were  but  secondary  in 
many  cases,  however,  to  large  constructions  containing  the 
tomb  chamber,  and  taking  the  most  viiried  forms,  Patmns 
and  artists  drew  their  suggestions  from  the  tombs  of  every 
I)cople  with  whom  the  Romans  hafl  come  in  contact — the 
Asiatic  and  Etruscan  tumulus,  the  ICgyiJtiaii  ])yr;onid,  the 
Greek  iwristylar  monument  and  exedra,   the  temple,   both 
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rectiinf,nil;ir  and  circultir.  All  these  ajjpeared  in  rich  array 
lininj;  the  streets  which  led  across  the  Campagna  from 
the  {jatcs  of  the  city.  Only  in  special  cases,  such  as 
those  of  the  emix;rors,  was  interment  within  the  walls 
permitted. 

The  tumulus  type.     It  was  the  tumulus,  the  primitive  mound 
of  earth,  f^irt  at  the  base  by  a  circular  wall  of  stone,  which 


\v,is  solcctt'ii  by  An^iisius  fur  his  mausoleum,  erected  on  the 
t'aniiMis  Mnrliiis  in  2,S-26  i!,c.  In  this  and  other  Romiin 
<.'Nani]iles,  1io\vl-v(.t,  the  cylindrical  substructure  is  developed 
into  t)io  iirinciiial  mcnibcr,  and  itself  raised  on  a  massive  square 
jjcdcstal  after  the  manner  of  the  Hellenistic  circular  monu- 
menls.  The  mausi)lenm  of  Aui.'ustus  had  a  marble  drum  of 
three  hundred  feet  diameter,  bearinj;  a  cone  of  earth  planted 
with  cx^ijress  trees  and  crfiwned  with  a  colossal  statue  of  the 
emperor.  Even  more  sjilendid  was  the  mausoleum  of  Hadrian 
l.l'''K'  S.!).  which  still  subsists  in  the  Castle  of  Sant'  Angelo. 
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Its  wall  was  decorated  with  an  order,  its  cone  was  of  marble 
steps  surmounted  by  a  quadrij;a. 

The  temple  type.  In  the  erection  of  tombs  of  temple  form 
the  rectanj:p.ilar  type  was  less  employed  than  the  circular. 
The  most  elaborate  was  the  mausoletmi  of  Diocletian  in  his 
palace  at  Spalato,  about  300  a.d.,  the  domed  interior  richly 
membered  with  supeq^osed  cokunns,  the  octagonal  exterior 
with  a  peristyle  and  a  projecting  portico.  As  in  other  tombs 
of  this  class,  the  cella  was  used  for  memorial  services,  the 
sarcophagus  was  dei)osited  in  a  second  chc'unber  below.  A 
notable  step  was  taken  in  the  tomb  of  Constantia,  the  daughter 
of  Constantine  the  Great,  who  died  in  354.  The  wall  on 
which  the  dome  rests  is  broken  through,  and  instead  of  the 
arched  niches  there  are  deep  arches  sui)i)orted  on  pairs  of 
columns  united  in  the  thickness  of  the  wall  by  an  entablature. 
The  central  ^mce  is  surrounded  by  a  continuous  aisle,  the 
clerestory  of  the  basilica  is  carried  over  into  a  circnilar  building, 
creating  new  spatial  effects  of  which  Christian  architecture 
was  to  make  great  use  (Fig.  71). 

Domestic  architecture.  The  Roman  town  house  may  best 
be  studied  at  Pompeii,  where  the  debris  of  the  eruption  of 
Vesuvius,  79  A.D.,  has  preserved  almost  intact  a  great  number 
of  dwellings  of  every  class,  ranging  over  a  jXTiod  of  three 
hundred  years.  The  tyi)e  of  plan  was  already  essentially 
fixed  in  the  second  ccnturv  B.C.,  and  varied  less  with  time  than 
with  the  means  of  the  owner  and  the  exigencies  of  the  site. 
The  poorer  folk,  many  of  whom  in  Rome  were  crowded  in  high 
tenements,  here  lived  over  their  shoi)S  along  the  street,  or  had 
a  small  atrium  and  a  couple  of  rooms  of  their  own.  The 
middle  class  had  still  to  content  themselves  with  the  arrange- 
ments which  serx^ed  for  the  best  in  the  earlier  davs  of  the 
republic — ^an  atritun  and  surrounding  rooms  with  a  vsmall 
walled  garden  at  .the  rear.  The  entrance  was  by  a  narrow 
passage  between  rented  shops.  The  atrium  was  a  large 
oblong  room  with  a  roof  sloping  inward  to  a  central  opening, 
generally  of  the  Tuscan  type,  supj^orted  on  beimis  from  wall 
to  wall.  Primitively  this  had  been  the  ])rincii)al  living-room, 
containing  the  hearth,  the  smoke  of  which  csca])ed  through  a 
small  opening  in  the  roof.  With  the  transition  to  urban 
conditions  the  size  of  the  opening  was  increased  to  light  the 
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surrounding  rooms,  with  the  result  that  more  sheltered  li\dng- 
rooms  had  to  be  i)rovided.  To  left  and  right  of  the  atrium 
were  small  sleeping-rooms,  cubiculw,  opening  from  it.  Behind 
these,  forming  lateral  extensions  of  the  atrium,  were  two 
alcoves  or  alec,  put  to  \'arious  uses,  sur\avals  perhaps  of  the 

day  when  the  house  stood 
isolated,  and  light  could  be 
introduced  from  the  sides. 
At  the  rccir  was  the  tahlinum, 
the  reception-room,  used 
also  in  smaller  houses  as  a 
family  living-room.  A 
second  story,  with  minor 
rooms,  Wcis  sometimes  addcxl. 
Larger  houses.  In  the 
houses  of  a  wealthier  class 
not  only  was  the  atrium  en- 
larged, but  the  entire  ap- 
])aratus  of  a  Hellenistic 
house  on  the  Delian  model. 
with  ijcristyle,  exedra:,  and 
triclinium,  or  dining-room 
y  with  three  couches,  was 
L  added  to  the  rear.  Four 
r  columns  were  often  added 
at  the  comers  of  the  atrium 
o])cning,  creating  the  tetra- 
style  tyi)e  of  which  Vitru\'ius 
sjjcaks,  or  even  more  than 
four,  making  the  room  like 
a  ( J  reck  court,  as  appears 
in  the  name,  Corinthian 
atrium,  then  applied  to  it. 
The  family  came  more  to 
leave  the  original  atrium  to 
clients  and  visitors,  and  to  withdraw  to  the  rooms  surround- 
ing the  ])cristyle,  whic^h  were  sup])k'mented  perha])s  by  a 
sec'()n(l  atriinn,  beside*  the  first,  about  which  the  domestic 
a])artnients  were  grouped.  The  most  elaborate  houses  filled 
an  entire  l>loek,  with  a  more  extensive  garden  behind  the 


FIG.  54- 


roMrKII.       HOI  Mi   OF  PANSA. 
PLAN 


(\)    \tiiiirn 
iU)   Iiniiliiviuin 


(C)    IVristylo 
(1))   Chens 


1 


ROMAN  ARCHITECTURE  139 

peristyle.  Such  a  one,  showing  a  high  development  of  the 
Pompeian  house  in  differentiation  of  functions  and  guarding 
of  privacy,  is  the  so-called  House  of  Pansa  (Fig.  54). 

Decoration  of  houses.  To  the  exterior  the  houses  turned  a 
blank,  plastered  wall,  with  few  small  windows,  perhaps  a 
richer  door  frame.  The  interior  walls,  on  the  other  hand, 
where  they  could  not  be  of  costly  marbles,  were  richly  painted, 
at  first  in  imitation  of  these,  later  with  mythological  scenes, 
in  a  setting  of  attenuated  architectural  forms  which  were 
suggested  in  the  first  instance  by  the  architectural  decorations 
of  the  stage. 

Villas.  In  more  intimate  relation  to  the  landscape  were  the 
villas  on  the  outskirts  of  the  city,  with  terraced  courtyards, 
gardens,  and  orchards.  Others,  less  formal,  served  as  retreats 
in  the  countr>^  or  by  the  seaside.  The  larger  villas  went  far 
beyond  the  satisfaction  of  practical  needs,  with  luxurious 
provision  for  dining,  bathing,  exercise,  and  amusement. 
Especially  was  this  true  of  the  imperial  villas,  of  which  the 
villa  of  Hadrian  at  Tivoli  gives  the  best  idea  (Fig.  55).  It 
included,  besides  the  living  quarters  and  festal  suites,  reproduc- 
tions of  the  most  famous  buildings  of  Greece  and  of  the  Orient, 
capriciously  strewn  over  a  picturesque  topography.  There 
were  two  theaters,  libraries,  a  stadium,  thermae,  a  so-called 
academy,  and  a  long  canal,  bordered  by  porticoes  and 
terminated  by  a  great  niche,  in  imitation  of  Canopus,  a  suburb 
of  Alexandria.  The  imitations  seem  to  have  Ix^en  less  literal 
than  suggestive,  however,  as  all  was  exeaited  in  Roman 
technique  of  brick  and  concrete  and  designed  with  a  facility 
in  the  combination  of  vaults  and  the  composition  of  plans 
which  is  purely  Roman. 

The  palaces  of  the  Ccesars.  The  palaces  of  the  emperors  in 
Rome,  established  on  the  Palatine  Hill  (Fig.  56),  owe  less  to 
the  Roman  house  than  to  the  palaces  of  eastern  capitals  such 
as  Alexandria,  Antioch,  and  Pergamon.  Begun  by  Augustus, 
they  were  extended  by  Tiberius  and  many  later  emperors, 
especially  Domitian,  who  built  the  great  .series  of  state  apart- 
ments in  the  center.  Caligula  sought  to  connect  the  Palatine 
with  the  Capitol  by  a  bridge,  to  secure  easier  access  to  the 
temple  of  Jupiter  Capitolinus;  Nero  united  the  imperial 
gardens  on  the  Esquiline  with  the  Palatine  by  building  in  the 
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intervening  valley,  where  the  Colosseum  later  stood,  his 
Golden  House  with  its  luxurious  park.  Though  these  exten- 
sions were  not  permanent.the  Palatine  itself  was  covered  with 
magnificent  buildings,  including  several  temples.     The  state 


apartments  formed  an  oblong  block  fronted  with  a  long 
colonnade  toward  the  central  area.  In  the  center  of  the  fac^ade 
was  the  audience-room,  having  a  barrel  vault  a  hundrc-d  feet 
in  span,  the  walls  richly  adorned  with  ccilumns  and  niches. 
To  right  and  left  were  the  basilica  or  imperial  tribunal,  the 
lararium  or  private  chapel.  Behind  thin  suite  lay  a  squjire 
peristyle,  at  the  rear  a  trichiiium,  opening  into  supplementary 
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rooms.  The  private  apartments  of  the  emperor  occupied 
another  block  centering  on  a  court;  beyond  them  was  the  so- 
called  Stadium,  an  inclosed  g^i'den  surrounded  by  porticoes 
and  dominated  by  a  great  vaulted  exedra. 

The  palace  of  Diocletian  at  Spatalo.  A  very  different 
arrangement  is  that  of  the  Palace  of  Diocletian  (Fig.  57)  at 
Spalato  in  Dalmatia,  on  the  shores  of  the  Adriatic,  to  which 
the  emjxiror  retired  in  305  on  laying  down  his  authority.     The 
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S-'curity  of  Hk'  empire  was  no  longer  certain,  the  palace  followed 
the  hnos  of  a  furtified  camp.  It  fnmis  a  rectangular  walled 
inclosuR'  quartered  by  two  coliinnadt'd  streets  at  right  angles, 
with  gates  and  Icwcrs  at  tlie  middle  points  of  the  landward 
sides.  Ailing  ihc  siaward  face  nuis  a  long  colonnade  behind 
which  arc  the  ini|)crial  iipartments,  also  reached  from  a 
monumental  vestilmle  at  tlic  head  of  tJie  longitudinal  street. 
Next  them,  frniiting  each  otluT  in  halancing  inclosures  which 
filled  the  rimaindtT  <if  tliis  half  of  the  palace,  are  a  temple, 
sen-ing  as  the  imjieriid  rha|ie!.  aTid  the  mausoleum  for  the 
emiiemr,  Beymiri  tliu  transverse  streets  are  quarters  for 
ser\-icx;  and  for  the  gtianls;  around  the  outer  walls  are  store- 
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chambers,  reached  from  a  passage  which  makes  the  circuit. 
In  the  forms  of  detail  eastern  influence  is  seen,  and  the  develop- 
ments of  late  Roman  architecture  in  new  relations  of  arch  and 
column  appear  most  clearly  (Fig.  59). 

EnsembleSy  taivn  planning.  The  Romans  of  imperial  times 
were  not  satisfied  even  with  the  extended  and  complex 
symmetry  which  they  had  given  to  indi\ddual  units  such  as 
the  palaces,  thermae,  and  fora,  but  sought  to  organize  their 
relations  to  one  another  and  to  give  the  whole  city  a  coherent 
plan.  Rome  as  a  whole  was  too  vast  and  too  consecrated 
for  this,  but  in  certain  portions  a  unification  was  effected. 
Thus  a  splendid  facade,  ingeniously  planned,  was  built  before 
the  irregular  buildings  of  the  Palatine,  to  give  them  a  sym- 
metrical aspect  from  the  Circus  Maximus.  More  fundamental 
was  the  consistent  treatment  of  the  island  in  the  Tiber,  to 
suggest  a  vast  galley,  with  prow  and  stem.  Its  buildings 
were  disposed .  about  a  series  of  connected  courts,  artfully 
devised  to  mask  the  actual  irregularity  of  the  plan.  On  a  far 
greater  scale  were  the  harbor  works  and  warehouses  of  Ostia, 
at  the  mouth  of  the  Tiber,  of  which  the  hexagonal  Port  of 
Trajan  surrounded  by  uniform  buildings  was  the  most 
systematic.  Newly  founded  towns,  esi:)ecially  those  of  a 
semi-military  character  like  Augusta  Practoria  (Aosta),  in  the 
foothills  of  the  Alps,  and  Thamugadi  (Timgad)  in  Africa  were 
laid  out  in  rectangular  form  bisected  by  the  principal  streets 
with  others  parallel  to  them.  They  marked  a  formal  progress 
over  Hellenistic  towns  in  the  regularity  of  their  outline  as  well 
as  of  their  minor  subdivisions. 

Individual  forms.  Although  the  individual  forms  of  Roman 
architecture  fall  behind  their  combinations  in  interest,  as 
behind  the  forms  of  the  Greeks  in  originality,  they  were 
by  no  means  slavish  imitations.  In  many  instances  a 
further  formal  development  took  place,  in  others,  new 
structural  functions  produced  new  or  modified  expressions. 
For  purely  utilitarian  purposes,  post,  lintel,  and  arch  were 
used  without  ornament  in  a  manner  as  simple  and  as 
effective  as  the  primitive  system  of  the  waiting-hall  of  the 
pyramid  of  Khafre  in  Eg>^t.  In  Roman  Africa  and  vSyria 
are  many  instances  of  square  monolithic  piers  with  square 
lintels,  repeated  perhaps  in  several  stories,  which,  like   the 
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arches  of  the  aqueducts,  have  no  other  treatment  than  the 
constructive  membering. 

Walhy  doors y  windows.  The  problems  of  a  richer  expression 
for  the  wall  and  for  the  post  and  lintel  had  already  been  solved 
in  an  exemplar}^  way  by  the  Greeks,  whose  solutions  were  too 
accessible  and  too  ciuthoritative  to  be  ignored.  In  these 
features  the  innovations  of  the  Romans  were  relatively  minor. 
They  made  more  frequent  empkninent  of  grooved  or  rusticated 
joints,  of  cap  and  base  moldings,  following  the  Hellenistic 
tendencies.  The  profiles  of  their  moldings  were  less  studied 
and  subtle,  confonning  more  closely  to  arcs  of  circles  than  to 
elliptical  arcs  and  other  conic  sections.  Doors  and  windows 
followed  late  (ireek  exami)les  in  having  a  molded  architrave 
of  stone.  A  frieze  and  cornice  were  often  added,  sometimes 
elaborated  by  the  addition  of  cur\x'd  brackets  or  consoles,  or 
of  a  pediment.  For  windows  and  niches  an  even  richer  treat- 
ment was  devised,  the  tabernacle  of  two  free  standing  coltmins 
with  an  ental:)lature  and  pediment — triangular  or  segmental — 
best  seen  in  the  interior  of  the  Pantheon  (Fig.  42). 

The  Doric  order.  The  Doric  order,  whether  in  its  Greek  or 
its  Tuscan  forni,  was  little  used  in  imi)erial  times,  except  in  the 
lower  stories  of  buildings  with  superj^osed  orders,  where  its 
relative  massiveness  still  gave  it  the  i)reference.  An  occasional 
exami)le  shows  the  echinus  of  the  cai)ital  orniimented  with 
(2^^:;  and  dart  and  the  other  members  multiplied  and  enriched. 
The  difficulties  created  by  the  corner  triglyj)h  were  overcome 
in  imperial  times  by  i)lacing  it  on  the  axis  of  the  column  in 
si)ite  of  its  leaving  a  fragment  of  metope  beyond,  thus 
sacrificing  functional  expression  to  formal  regularity.  In  the 
amphitheaters,  with  their  continuous  unbroken  sweep,  this 
problem  did  not  arise. 

llic  [ouic  order.  The  Ionic  order  followed  the  precedents 
of  Hennogenes  in  having  alwax's  a  frieze,  and  a  capital  with 
relatively  small  volutes  and  a  low  connecting  band,  which  in 
Roman  exanijjles  finally  lost  all  its  curwature.  The  Attic  base 
Wcis  preferred.  The  angular  ca])ital  origin^ited  by  Iktinos, 
with  volutes  on  all  four  sides  projecting  diagonally,  was 
frequently  em})loyed  where  the  colonnade  had  comers  to 
turn. 

The  Corinthian  order.     The  Corinthian  order  was  the  one 
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which  comjwrted  best  with  the  love  of  magnificence  which 
the  imperial  Romans  shared  with  the  Hellenistic  monarchs, 
and  was  used  almost  exclusively  in  the  later  monuments. 
The  scheme  of  ca])it!il  generally  jireferred  was  that  of  the 
exam])Ie  from  Ei»idaurus. 
with  two  alternating 
rows  of  eight  leaves  each, 
but  the  spirit  of  the  ex- 
ecution was  bolder,  the 
leafage  more  luxuriant. 
Each  building  still  fur- 
nished a  problem  for  it- 
self and  showed  its  own 
design  of  capital.  Among 
the  many  superb  ex- 
amples, that  of  the 
temple  of  Castor  and 
Pollux  in  the  Forum 
Romanum  may  be  given 
as  representative  (Fig. 
S8).  A  second  common 
type  was  that  of  the 
Temple  of  Vesta  at 
Tivoli,  with  the  up[>er 
leaves  close  down  on  the 
lower,  and  with  a 
crinkled,  parsley-like 
serration.  A  variant  of 
the  Corinthian  was  the 

so-called    Composite       f""-  5^— bome.    corlnthun  capital 
capital  in  which  the 
echinus  and  diagonal 
scrolls  of  an  angular 

Ionic  cajjital  were  placed  alx)\-e  the  rows  of  leaves,  as  in  the 
Arch  of  Titus.  This  attempt  to  secure  slill  grt-ater  richness  in- 
volved a  sacrifice  of  the  organic  connection  of  scrolls  and  leaf- 
age in  the  original.  In  the  Corinthian  entablature  the  dentils 
became  secondary  to  great  brackets  or  modillions,  sometimes 
treated  as  molded  blocks,  sometimes  as  scrolls  decorated  with 
s  in  the  Temple  of  Castor  and  Pollux,    In  the  temples 
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at  Baalbek  there  are  consoles  in  the  frieze  as  well.  Entablature 
and  capital  alike  took  part  in  the  stylistic  developments  of 
the  imperial  period — the  passion  for  decoration  of  the  Flavians, 
the  puristic  reaction  under  Hadrian  and  the  Antonines.  The 
temple  of  Antoninus  and  Faustina,  141  a.d.,  has  neither 
modillions  nor  dentils. 

Pilasters.  The  Roman  counteq)art  of  the  anta  was  the 
pilaster,  which,  instead  of  beinj^  studiously  distinguished  from 
the  column  in  width  of  side  and  profile  of  capital,  was  imitated 
directly  from  it.  Late  Hellenistic  and  republican  buildings 
show  the  pilaster  used  not  only  to  respond  to  the  columns  of  a 
temple  portico  but  to  form  a  similar  termination  at  the  rear 
corners  of  the  cella,  and  to  continue  the  rhythm  of  the  spacing 
between  in  the  same  manner  that  engaged  columns  were  used. 
Pilasters  were  used  also,  instead  of  engaged  columns,  in  various 
buildings  of  the  cmi)ire  where  lack  of  means  or  a  desire  for  less 
accentuation  suggested  the  substitution. 

The  arch.  In  the  fonnal  elaboration  of  the  arch  and  its 
combination  with  the  column  the  Romans  had  new  problems, 
the  solution  of  which,  as  we  have  seen,  occupied  the  whole 
course  of  their  history.  After  the  simpk"  treatment  of  republi- 
can times  in  which  a  projecting  molded  course  of  stone  was 
added  at  the  outside  of  tlie  voussoirs,  the  voussoirs  themselves 
were  molded  to  fonn  an  archivolt,  a  ring  having  a  section 
like  that  of  the  columnar  architrave.  In  a  similar  way  the 
imi)ost  was  given  a  form  like  a  ca]jital  or  bed  molding,  with 
members  suited  to  the  function  of  su])])ort,  and  the  keystone 
was  often  treated  as  a  console.  The  enframcnnent  of  the  arch 
by  column  and  lintel,  altliough  characteristic  of  the  central 
period  of  Roman  art,  was  not  the  final  vScheme.  In  the 
P^mtheon  the  entablature  ilsclf  was  used  as  the  impost  of  an 
arch;  at  Palmyra  it  was  bent  into  an  archivolt  spanning  the 
wide  central  opening  of  a  ])ortieo.  In  the  thermic  a  fragment 
of  entablature  ser\e(l  to  lengthen  the  column  and  give  a  larger 
bearing  for  the  s^^ringing  of  a  vault;  in  vSyria  and  at  Spalato 
this  fragment  was  reduced  to  a  mere  molded  stilt-block,  and 
finally  omitted  altogc^ther,  so  that  the  arches  came  down 
directly  on  the  heads  of  the  columns  (Fig.  59).  The  column 
thus  gradually  attained  a  relation  with  the  arch  as  structural 
as  its  original  relation  with  the  lintel. 
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Wall  menibering.  The  relation  of  the  columnar  form  to 
wail  membering  proceeded  in  the  opposite  direction  from  the 
common  starting-point;  the  contradiction  of  expressions  was 
reconciled  by  removing  every  structural  suggestion  and 
leaving  the  decoration  undisguised.  In  the  arch  of  Domitian 
(Constantine)   and  in  the  Forum  Transitoriimi,   begun  by 
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Domitian,  the  columns,  instead  of  being  engaged  against  the 
wall,  stand  free  in  front  of  it,  supporting  merely  an  end  of 
entablature  and  an  attic  or  a  statue  over  it.  In  the  free 
composition  of  the  stage  backgrounds  this  tendency  went  still 
further;  the  whole  api)aratus  of  colonncttes  and  tabernacles 
was  obviously  a  mere  decorative  application.  Tabernacle 
work  of  this  sort  came  more  and  more  to  su]:)ersede,  for  the 
enrichment  of  fagades,  the  treatment  with  engaged  columns 
of  the  full  height  of  the  wall.  In  the  north  gate  at  Sjjalato, 
finally,  the  niches  and  colonnettes  are  no  longer  carried  down 
to  the  ground,  but  are  supi)orted  merely  on  ])r()jc(^ting  l)rarkets 
or  corbels.  Meanwhile  other  forces  had  been  at  work.  The 
fondness  for  Greek  art  in  the  second  century  led  to  the  omission 
of  any  coltimnar  subdivision  of  the  wall  in  certain  casc*s.  The 
temple  of  Antoninus  and  Faustina,  although  prost\'le,  has 
pilasters  only  at  the  corners  of  the  cell  a.  The  use  of  brick  and 
concrete,  plastered  over  with  stucco,  in  vast  constructions 
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such  as  the  themitX  and  the  Villa  of  Hadrian,  cncouraj^ed  the 
limitation  of  memberin^  to  the  o])enings,  where  columns  and 
pilasters  fulfilled  their  orij^inal  functions.  The  tendency  was 
thus,  by  various  paths,  toward  frankness  of  constructive  ex- 
pression, in  sjjite  of  conditions  far  more  comi)lcx  than  those  in 
which  the  (ireeks  had  achieved  their  early  structural  purism. 

Elc})icuts  of  plan  ami  spcu.'c.  For  elements  of  ])lan  and  s])ace 
the  Romans  drew  both  on  Greece  and  on  the  Orient;  they  later 
made  important  contributions  of  their  own.  The  temi)le 
cella  and  the  basilica  with  lonji^itudinal  colonnades,  the 
exterior  peristyle,  were  of  Greek  origin ;  the  ])eristylar  hall  and 
court,  the  clerestor\%  of  Oriental  origin.  On  the  other  hand, 
the  forms  suggested  by  vault  constniction,  the  apse,  the  circle, 
or  polygon,  with  abutting  niches,  the  groin-vaiilted  rectangle 
with  side  com])artments,  were  Roman  in  develoi)ment.  In 
one  or  two  cases  a  dome  was  i)laced  over  a  square  room,  in  the 
form  of  a  ciraimscribed  hemis])here  intersected  by  the  planes 
of  the  four  walls  in  the  manner  later  familiar  in  the  Byzantine 
domical  vaults.  The  fonns  of  vaults  were  ordinarily  kept 
rigidly  geometrical,  and,  in  consequence,  they  often  determined 
the  ])recise  ])roi){)rtions  of  the  rooms  below.  Thus  with 
groined  vaults,  in  which  cylindrical  surfaces  were  employed, 
the  line  of  intersection  fell  in  a  ])lane  only  when  the  two 
cylinders  were  of  equal  diameter.  As  a  result  the  Romans 
emi)loyed  them  by  ])reference  only  over  square  bays.  The 
vaults  first  made  ]iossible  a  ])lastic  handling  of  interior  space, 
in  which  wall  and  ceiling  blend  in  coherent  unity,  and  adjacent 
elements  open  frech'  into  one  another.  It  was  characteristic 
of  the  Romans  to  em])hasize  strongly  the  ])redominance  of 
the  central  element  of  a  grou]),  the  surrounding  units  l)einp^ 
rather  sliallow  bays  than  long  arm-;,  having  themselves  but 
minor  subdivisions.  A  favorite  treatment  was  with  niches 
alternately  scjuare  and  senn(nreular  in  ])lan. 

Architectural  trcatuioit  of  vaults  The  vaulted  interior 
involved  new  ])rol)lems  in  detail  and  exterior  treatment  as 
well  as  in  const nicl ion.  The  vault,  like  the  arch,  usually 
receix'ed  an  impost  which  was  either  a  full  entablature, 
supT)orted  by  an  order  which  enriched  the  wall  l)elow,  or  else 
a  string  course  (^oTn]>ose(l  somewhat  on  the  lines  of  a  cornice. 
The  vauU'ng  surfaces  themselves  were  generally  unbroken  by 
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any  projecting  ribs,  having  merely  a  recessed  pattern  of 
coffers  (Fig.  42).  Externally,  barrel  vaults  were  generally 
covered  by  gable  roofs.  Groined  vaults  at  large  scale,  as  in 
the  tepidaria,  had  lateral  gables  over  each  bay,  intersecting 
the  main  longitudinal  roof  and  producing  valleys  by  which 
the  rain  was  discharged  over  each  ]Dier.  The  tendency  was 
increasingly  to  rest  the  tiles  of  the  roofs  directly  on  the  massive 
shell  of  the  vaults,  fashioned  in  inclined  planes  to  receive  them. 
In  the  case  of  large  domes,  like  that  of  the  Pantheon,  the  curved 
form  was  retained  on  the  exterior,  the  upper  portion  being  a 
saucer-like  zone  girded  by  several  monimiental  steps,  which 
carried  the  visual  support  to  the  high  exterior  wall. 

Construction  in  brick  and  concrete.  For  the  vast  under- 
takings at  the  capital,  and  in  other  parts  of  the  empire  where 
stone  was  not  rendered  by  natural  conditions  the  inevitable 
building  material,  methods  of  construction  were  developed 
which  lent  themselves  admirably  to  the  scale  of  operations 
and  to  the  character  of  the  labor  supply.  A  building  of  the 
extent  of  the  thermae  of  Caracalla  could  not  be  erected  wholly 
by  skilled  craftsmen  as,  relatively,  the  Parthenon  had  been, 
nor  could  it  be  built  wholly  of  marble.  The  methods  used  in 
the  mass  of  the  construction  had  to  be  adapted  to  large  forces 
of  slaves  and  unskilled  men,  directed  by  trained  superin- 
tendents. These  conditions  were  happily  fulfilled  by  the 
emplo\Tnent  of  brick,  with  mortar  often  so  thick  as  to  produce 
practically  a  concrete,  or  of  concrete  in  which  the  cement 
itself  was  the  essential  element,  binding  an  aggregate  of  loose 
and  small  materials  into  a  monolith.  The  volcanic  pozzolana 
furnished  a  cement  which  left  nothing  to  be  desired  in  strength 
and  quickness  of  setting. 

Wall  construction.  The  Roman  bricks  were  very  large, 
usually  square,  about  a  foot  on  a  side,  but  often  triangular, 
to  secure  a  better  bond  between  face  and  backing.  In  some 
walls  the  bricks  were  left  to  form  the  final  exterior  surface,  but 
more  usually  they  were  covered  with  a  coating  of  stucco  or 
a  veneer  of  marble  slabs.  Walls  of  concrete  were  constructed 
by  dep)ositing  or  pouring  the  mixture,  in  a  semi-liquid  state, 
into  temporary'  forms  built  of  wood,  whic-h  were  dc\'ised  so 
that  as  much  as  possible  of  the  luml^er  could  be  used  repeatedly. 
They  were  usually  faced  with  brick  or  stone  fragments  in 
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some  form,  and  then  generally  coated  or  veneered  in  the  same 
manner  as  brick  walls.  The  kinds  of  facing  received  special 
names  according  to  the  pattern  produced  on  the  surface — 
opus  reticulatum  for  small  squares  of  stone  standing  on  their 
corners  in  diagonal  lines,  opus  spicatum  for  kernel-shaped 
fragments  in  herringbone  pattern — while  the  general  name  of 
opus  incertum  was  resented  for  a  treatment  with  fragments 
of  no  regular  form.  Bonding  courses  of  brick  were  often  laid 
at  interv^als  to  tic  the  facings  firmly  to  the  body  of  the  wall, 
and  angles  were  sometimes  reinforced  with  brick  or  stone  in 
the  form  of  quoins,  or  blocks  of  alternating  length  toothed 
into  the  mass. 

Vault  construction.  In  the  construction  of  vaults  the  use 
of  small  materials  in  thick  mortar  presents  constructive 
advantages  greater  even  than  in  the  construction  of  walls,  for 
it  obviates  grcdtcr  difficulties  in  the  individual  shaping  of  the 
elements.  A  vault  of  concrete  alone,  however,  lacks  any- 
arching  action  until  it  has  set,  and  bears  with  its  full  weight 
on  the  temporary  wooden  form  or  centering,  which  has  to  be 
correspondingly  cumbersome  and  wasteful.  The  Romans 
worked  to  avoid  this  l)y  constructing  first,  over  light  centering, 
a  framework  of  brick  arches,  with  j^rojections  or  cells  to  secure 
a  good  bond  with  the  concrete,  a  great  part  of  the  weight  of 
which  was  thus  removed  from  the  wooden  supports  (Fig.  60). 
In  groined  vaults  of  this  sort  ribs  of  brick  reinforced  the  chief 
constructive  lines;  in  domes  they  followed  principally  the 
elements  of  the  surface.  Once  the  concrete  had  thoroughly 
hardened,  of  course,  such  ribs  of  brick  had  fulfilled  their 
purj^ose  and  no  longer  served  any  special  structural  function, 
l)eing  inergcd  in  the  mass  of  tlic  vault.  Coffers  were  even  cut 
through  them  without  affecting  stability.  A  second  principle 
was  sometimes  followed  which  did  not  demand  even  an 
unbroken  surface  in  I  lie  centering,  but  required  merely  a  light 
form  of  slats  spaced  o])cnly.  Over  these  was  laid  a  layer  of 
fiat  tiles,  toucliing  each  other  only  at  their  edges  yet  strongly- 
cemented;  over  these  another  and  perhaps  another,  forming 
a  skin  of  no  great  tliickness  but  of  surj^rising  strength  (Fig.  61). 
This  sui)ported  the  concrete  placed  upon  it  until  it  had 
hardened,  and  fonned  a  pennanent  interior  facing  to  the 
vault. 
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Orrujtnenl.  In  their  enrichment  of  moldings  and  surfaces 
the  Romans  followed,  as  in  so  many  other  matters,  the 
tendencies  initiated  by  the  Asiatic  Greeks.  The  moldings, 
like  those  of  the  Greek  Ionic  order,  were  carved  in  marble  with 
decorative  forms  suggested  by  their  profiles.  The  egg  and 
dart  and  other  familiar  forms  recur,  made  fuller  and  rounder 
in  harmony  with  the  moldings  themselves,  and  more  luxuriant 


in  accordance  with  Roman  taste.  In  place  of  the  painted 
polychromy  of  the  Greeks  came  a  polychromy  of  richly 
colored  marbles,  especially  in  interiors,  which  was  more 
sumptuous  and  had  the  advantage  of  permanence.  Shafts  of 
columns,  pavements  and  walls,  exhibited  variegated  and 
precious  materials  employed  not  only  with  mastery  of  pattern 
and  color,  but  with  discriminating  avoidance  of  structural 
pretense.  Dark  and  richly  veined  shafts  were  left  unfluted  to 
exhibit  the  beauty  of  their  material.  For  the  veneering  of 
brick  or  concrete  walls  marble  blocks  were  sawn  thin  to  make 
the  most  of  limited  material,  and  large  slabs  were  applied  with 
a  freedom  of  jointing  and  an  absence  of  bond  that  gave  no 
false  suggestion  of  ashlar  masonrj'. 

Local  variety.  Although  the  official  art  of  the  capital  was 
diffused  through  the  empire  in  much  the  same  way  as  the 
official  I^tin  tongue,  this  did  not  jirecludc  the  existence  of 
provincial  varieties  or  dialects,  or  the  maintenance  in  the  more 
civilized  East  of  a  Greek  tradition  which  held  its  own  with 
Roman  developments. 

The  West.    Provence.     Germany.     In  the  West  it  was  less 
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any  survival  of  pre-existing  styles  than  the  influence  of  the 
available  materials  which  resulted  in  special  characteristics 
in  certain  locaHties,  and  these  were  naturally  rather  in  matters 
of  construction  than  in  matters  of  form.  Thus  in  Provence, 
the  Rhone  valley  rcj^ion  in  the  south  of  France,  an  abundance 
of  fine  lim.estone  and  an  absence  of  clay  p^avc  rise  to  many 
technical  expedients.  In  the  lower  arcade  of  the  amphitheater 
at  Aries  a  flat  ceiling  of  long  slabs  is  substituted  for  the  usual 
concentric  barrel  vault;  in  the  upper  arcade  radial  barrel 
vaults  are  supported  on  stone  beiims  spanning  the  corridor. 
The  barrel  vaults,  in  this  and  'other  instances,  do  not  have 
their  stones  bonded  together  lengthwise,  but  are  made  up  of 
independent  rings  of  voussoirs  side  by  side,  which  could  be 
erected  one  by  one  on  a  movable  centering  used  over  and  over. 
In  the  so-called  Baths  of  Diana  at  Nimes  the  rings  are  not  kept 
in  a  single  cylindrical  surface,  but  the  alternate  ones  rest  on 
those  l>etwcen,  and  could  thus  be  laid  on  them  afterward 
without  any  centering  of  their  own.  In  Germany  the  more 
severe  climate  led  to  a  greater  degree  of  inclosure  and  the 
adoption  of  devices  for  artificial  heating.  The  thermae  and 
the  j^alace  of  Constantine  at  Trier  are  lacking  in  colonnaded 
o])enings  to  the  exterior,  and  have  double  outer  walls  with 
exce])li()nal  facilities  for  circulating  wann  air  in  the  cavities. 
Although  late  const ructi\'e  develo])ments  in  general  were 
tending  to  require  massive  outer  walls  as  a  support  for  vaults, 
it  is  not  fanciful  to  sup])ose  in  these  instances  an  influence  from 
climate  also. 

llic  East.  Syria.  The  Ii)ast  had  itself  furnished  the 
originals  for  many  Roman  fonns  and  types,  and  continued  to 
contribute  to  them  during  the  imperial  period.  On  the  other 
hand  certain  arrangements  of  Roman  origin,  like  the  closed 
theater  with  its  union  of  scats  and  stage,  found  their  way 
eastward.  Besides  buildings  jnirely  Greek,  like  many  of  the 
tem])k's,  and  ])urely  Roman,  like  tlie  Odeion  of  Herodes 
Atticiis  in  Athens,  e\'ery  degree  of  mixture  ajDpears,  as  in  the 
Oreek  theaters  to  wiiich  Roman  stages  were  added.  In 
Ivgy])t  tlie  ancnent  native  art  still  j)ersisted  for  religious 
Imildings,  as  in  Hellenistic  days.  A  hot])ed  of  eastern  develof)- 
ments  was  Syria,  in  toucli  with  tlu'  interior  of  Asia  where  a 
new  artistic  fennentation  was  beginning.     Of  the  cities  which 
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reflected  Hellenistic  architecture,  Palmyra,  the  flourishing 
caravan  station  of  the  oasis  in  the  Syrian  desert,  still  gives  a 
vivid  picture.  The  principal  streets  are  lined  from  end  to 
end  with  tall  Corinthian  columns,  forming  porticoes  on  either 
side  with  richly  profiled  arches  at  the  intersections  and 
termini.  The  details  of  the  temples  there  and  at  Baalbek 
show  the  new  spirit  that,  coming  from  the  Orient  and 
spreading  westward,  broke  through  the  classical  canons. 
At  Palmyra  the  entablature  sj^rings  as  an  arch  over  the 
wide  central  opening  of  the  portico;  at  Baalbek  the  carv- 
ing loses  the  projection  and  play  of  surface  always  char- 
acteristic of  Greek  and  Gra^co-Roman  ornament  and  tends 
to  Ix;  incised  below  the  ])lane  of  the  surrounding  sur- 
face— the  background  plane  disapi)ears.  In  other  Syrian 
buildings,  especially  in  the  woodless  Hauran  district,  the 
departures  from  the  style  of  the  capital  are  still  more 
marked.  The  pnctorium  or  guard  -  house  at  Mousmieh 
(Fig.  62)  has  vaults  resting  on  columns  with  only  a  block, 
instead  of  a  classic  cntai)]atin*c,  alx)ve  them;  the  basilica 
at  Chaqqua  is  roofed  entirely  with  stone  slabs  resting  on 
arches  as  devoid  of  extraneous  adornment  and  as  freely 
adapted  to  their  constnictive  functions  as  those  of  the 
bridges  and  aqueducts. 

Injliicnce  of  Roman  architecture.  The  wide  diffusion  of 
Roman  architecture,  its  magnificent  associations,  and  its 
flexibility  in  meeting  new  and  c()m])lex  j^roblems  makes  it 
easy  to  understand  the  wide  infiuetice  which  it  exercised,  both 
on  the  ])('()] )lcs  who  immediately  succeeded  to  the  Roman 
possessions  ^md  on  those  who  sought,  many  centuries  later, 
to  revive  Roman  culture.  Under  the  Byzantine  rulers  of 
the  East  the  emi)ire  still  lived  on,  and  its  architecture 
had  a  direct  continuance,  though  its  fonns  were  rapidly 
modified  bv  forces  already  at  work  there.  In  the  West 
the  Christian  monuments  of  the  last  em])erors  furnished 
the  ])oint  of  (le])artin*e  for  the  architecture  of  the  Teutonic 
invaders,  the  indebtedness  of  which  to  Rome  is  well  sug- 
gested by  the  name  Roinanescjue, 
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PERIODS  OF  ROMAN  ARCHITECTURE 
All  buildings  are  in  the  city  of  Rome  unless  otherwise  stated. 

I.  Early  republican  period,  to  about  300  B.C.      Etruscan  influence- 

First  temple  of  Jupiter  Capitolinus,  dedication  ascribed  to 

510  B.C. 
Sack  of  Rome  by  the  Gauls,  390  B.C. 
**Wall  of  Servius." 
Cloaca  Maxima. 
"Arch  of  Augustus"  at  Perugia. 
Aqueduct  of  Appius  Claudius,  312  B.C. 

II.  Later    republican    period,  about  300  B.C.  to   50  B.C.     Greek 

influence. 
Conquest  of  Magna  Gnecia  by  272,  Sicily  by  241;  destruction 

of  Corinth,  146;   Province  of  Asia  organized,  133  B.C. 
Rostral  column  of  Duilius,  260  B.C. 
Basilica  of  Cato  the  Censor,  184  B.C. 
Bridge  of  i^milius,  179-142  B.C. 
Pons  Mulvius,  rebuilt  no  B.C. 
Porticoes  of  Forum  at  Pompeii,  before  100  B.C. 
Temple  of  Hercules  at  Cori,  soon  after  100  B.C. 
Basilica  at  Pompeii,  before  80  B.C. 
Small  theater  at  Pompeii,  80  B.C. 
Amphitheater  cit  Pompeii,  after  80  b.c. 
Tabularium,  78  b.c. 

Temple  of  "Fortuna  Virilis."  \  Toward   middle  of   the   first 
Circular  temple  at  Tivoli.  J  century  b.c. 

First  amphitheater  in  Rome  (of  wood),  58  b.c. 
Theater  of  Pompey,  55  b.c. 

III.  Imperial  period,  about  50  b.c.  to  350  a.d.     Oriental  influence. 

Basilica  Julia  and  Forum  of  Julius,  dedicated  (unfinished) 

46  B.C. 

Amphitheater  of  Statilius  Taurus,  30-29  B.C. 
Augustus,  27  B.C.-14  A.D. 

Mausoleum  of  Augustus,  28-26  B.C. 

"Baths  of  Diana,"  Nimcs,  2^  B.C. 

Theater  of  Marccllus,  dedicated  11  B.C. 

Forum  of.  Augustus  and  Temple  of  Mars  the  Avenger, 
dedicated  2  b.c. 

"Maison  Carree,"  Nimes,  4  a.d. 

Thermae  of  Agrippa. 

Pont  du  Card,  Nimes. 
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Nero,  54-68  A.D. 

Burning  of  Rome,  64  a.d. 
"Golden  House"  of  Nero,  64/. 
Flavian  emperors  (VespaMan,  Titus,  Domitian),  6q-o6  a.d. 

Greatest  .richness  of  detail. 
Colosseum,  70-S2  a.d. 

Destruction  of  Pompeii  (md  Herculaneum,  79  a.d. 
Temj)le  of  Vesi)iusian,  80  a.i). 
Arch  of  Titus,  dedicated  81  a.d. 
Palace  of  the  Flavians  on  the  Palatine. 
Arch  of  Domitian. 

Forum  Transitorium,  completed  by  Nerva,  g8  a.d. 
*'(i0^k1  em])erors." 
Nerva.  c)6-()8  a.d. 
Trajan,  g8-  1 17  a.d. 

Thamuj^'adi  (Tim^.'id)  founded  100  a.d. 

Fonmi  of  Trajan  and  Basilica  Uli)ia,  dedicated  1 13  a.d. 

Column  of  Trajan,  1 1.5-1 17  a.d. 

Therm.'e  of  Trajan. 

Port  of  Trajan  at  ( )stia. 
Hadrian,   117-138  a.d.     Return  to  Hellenism  in  details. 

Pantheon,  120-124  a.d.,  modified  202  a.d. 

Mausoleum  of  Hadrian. 

Villa  of  Hadrian  at  Tivoli. 

Temple  of  Venus  and  Rome. 

Tem])le  of  Castor  and  Pollux. 
Antoninus  Pius,   138-61  a.d. 

Temple  of  Antoninus  and  Faustina,   141  a.d. 

Buildings  of  Hcrodcs  Atticus  in  Greece,  c.  140-160  a.d. 

Principal  irroup  at  Baalbek. 
Marcus  Aurelius,   161-80  a.d. 

Column  of  Marcus  Aurelius. 
Scplimius  Sevenis,   i{)3-2ii  a.d. 

Arch  of  Scx'crus. 
Caracalla,  21 1-1  7  a.d. 

ThcruKc  of  C^iracalla. 
Gallicnus.   260-6S  a.d. 

Porta  Xi^ra,  Trier,  c.  260. 
Aurclian,  270-75  a.d. 

Wall  of  Aurclian. 
Diocletian.    2S4-305  a.d. 
Therma'  of  Diocletian. 
Palace  of  Diocletian  at  Spalato. 
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Maxentius,  306-312  a.d. 

Basilica  of  Maxentius  (Constantine). 
Constantine,  306-337  a.d. 

Arch  of  Domitian  rebuilt,  312  a.d. 

Christianity  made  the  state  religion,  330  a.d. 

Capital  removed  to  Constantinople  (Byzantium). 

Tomb  of  Constantia  (died  354  a.d.). 


BIBLIOGRAPHICAL  NOTE 

The  most  authoritative  general  account  of  Roman  architecture 
is  J.  Durm's  Baukunst  dcr  Etruskcr  und  Romer,  id  cd.,  1905  {Hand- 
hucli  dcr  ArchiUkiiir,  pt.  II,  vol.  i),  which  also  supplies  references  to 
discussions  of  individual  questions  and  monuments.  Anderson  and 
Spiers 's  Architecture  of  Greece  and  Roni€y  2d  ed.,  1Q07,  and  F. 
Noack's  Baukunst  des  AUerlums,  iqio,  are  riehly  illustrated,  both 
arranged  primarily  by  classes  of  buildings.  General  works  containing 
mctisured  drawings  of  Roman  buildings  are  A.  Desgodetz's  Les 
edifices  antiques  de  Rome,  first  published  1682  and  several  times  re- 
issued; G.  L.  Taylor  and  E.  Cresy's  The  Architectural  Antiquities  of 
Rome,  2  vols.,  1821-22;  Restaurations  des  monuments  antiques,  8  v^ols., 
1877-Q0;  H.  d'Espouy's  Fragments  d^ architecture  antique ^  2  vols., 
i8g6-i905;   Monuments  antiques,  vols.  2  and  3,  igio-12. 

Among  studies  of  special  types  or  problems  may  be  mentioned 
G.  Leroux's  Les  origines  de  V edifice  hypostyle,  1913  (for  the  bcisilicas); 

E.  R.  Fiechter's  Die  haugeschichtliche  Entwicklung  des  antiken  Thea- 
ters, 19 14;  A.  Choisy's  Vart  de  batir  chez  les  Romains,  1873  (for 
constructive  methods);    P.  Gusman's  L'art  decoratif  de  Rome,  1Q08; 

F.  Haverfield^s  Ancient  Town  Planning,  1Q13.  A.  Man's  Pompeii^ 
translated  by  F.  W.  Kelsey,  2d  ed.,  1Q02,  is  especially  important  for 
Roman  domestic  architecture  and  interior  decoration. 

The  unique  importance  of  the  city  of  Rome  and  the  wide  geo- 
graphical distribution  of  Roman  architecture  makes  topographical 
works  of  special  importance.  Detailed  lists  of  those  published  down 
to  its  date  are  contained  in  K.  Sittl's  Archdologic  der  Kunst,  1895 
{Handbuch  der  klassischen  Altertums-\V issenschaft ,  vol.  6).  Recent 
works  covering  the  city  of  Rome  are  H.  Jordan  and  Chr.  Hiilsen's 
Topographic  der  Stadt  Rom,  2  vols,  in  4,  1871-1907  (the  mast  au- 
thoritative work  for  the  sections  covered  by  the  latest  volume); 
and  S.  B.  Platner's  Topography  and  Monuments  of  Ancient  Rome, 
2d  ed.,  191 1.  The  panorama  published  by  J.  Biihlmann  and 
H.  Wagner,  Das  alte  Rom,  1892,  gives  a  graphic  idea  of  the  city  in  the 
time  of  Constantine.     For  the  other  principal  regions  see  A.   L. 
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Frothingham's  Roman  Cities  in  Italy  and  Dalmaiia,  iQio;  T.  A. 
Cook's  Old  Provence,  2  vols.,  1905;  Lancoronski's  Stddte  Pamphyliens 
und  PisidienSy  2  vols.,  1890-92 ;  H.  C.  Butler's  Architecture  in  Northern 
Central  Syria  and  the  Djebel-Hauran,  1Q03;  A.  Graham's  Roman 
Africa,  1902;  and  S.  Gsell's  Lcs  monuments  antiques  de  VAlgtric, 
2  vols.,  1901. 

Of  the  Roman  treatises  on  architecture  preserved  from  antiquity 
the  most  useful  editions  in  English  arc  Vitruvius's  Ten  Books  on 
Architecture,  translated  by  M.  H.  Morgan,  1914;  and  Frontinus*s 
Two  Books  on  the  Water  Supply  of  the  City  of  Rome,  translated,  with 
explanatory  chapters,  by  C.  Herschel,  1899. 


CHAPTER  VI 
EARLY  CHRISTIAN  ARCHITECTURE 

The  medieval  paint  of  view.  As  we  approach  the  study  of 
early  Christian  architecture,  and  indeed  of  all  medieval 
architecture,  we  must  note  at  the  outset  a  change  in  the  point 
of  view  of  the  designer  and  builder  which  strongly  impresses 
the  finished  work.  Medieval  architecture,  compared  with 
earlier  and  later  styles,  represents  the  spontaneous  expression 
of  the  artistic  ideals  of  a  community  rather  than  the  genius 
of  an  individual  or  a  number  of  architects.  This  does  not  mean 
that  the  individual  lost  all  importance,  but  that  his  importance 
varied  more,  and  was  never  so  great  as  in  earlier  and  later 
periods.  Moreover  ecclesiastical  architecture  is  of  strongly 
predominant  importance.  Again,  this  does  not  mean  that 
medieval  secular  architecture  may  be  neglected,  for  at  certain 
times  and  in  certain  places  it  rivals  contemporary  ecclesiastical 
architecture  in  interest,  but  on  the  whole  the  main  interest  of 
medieval  architecture  is  in  the  ecclesiastical  work,  and  the 
student  is  justified  in  devoting  the  major  part  of  his  time  to 
the  study  of  the  churchly  rather  than  the  secular  buildings  of 
the  Middle  Ages. 

Classification.  Early  Christian  and  Byzantine  architecture. 
The  earliest  of  what  are  generally  classed  as  the  medieval 
styles  are  the  early  Christian  and  the  Byzantine,  the  former 
perhaps  slightly  antedating  the  latter.  Historians  have 
tended  to  make  a  sharp  division  between  the  two,  and  to  treat 
them  as  distinct  and  independent  movements.  The  early 
Christian,  frequently  also  called  the  Christian-Roman,  is 
regarded  as  the  typical  style  of  the  early  Christian  Church; 
the  Byzantine  is  considered  a  very  different  organic  style, 
forming  a  link  between  classic  architecture  and  the  flexible 
vaulted  styles  of  the  Romanesque  period.     This  classification, 


r-rnn 


GdlU 
PUcidiQ 

BsAvcnna 


30Ch- 


170 


JOO 


r.M..MJ 

•  •  •  • 

Old    5t  Mco,  Rom 


khalb  -  Loor.cK 


CAD 


I 
■ 

1^ 


1 


m 

4 


Rjomc. 


5    5 1  da.  no    Photon  do 


•     •    •    •    1 

5  Pietro  ta 
Viacoli  -  Rpmc 


FIG.    6V-I*IANS    OF    KARI.V    CHRISTIAN    CHIRCHES 


EARLY  CHRISTIAN  ARCHITECTURE     i6i 

to  obtain  a  superficial  clearness,  often  engenders  a  profounder 
confusion.  On  account  of  it  one  is  apt  to  forget  that  early 
Byzantine  is  ipso  facto  early  Christian  architecture,  that  its 
roots  go  back  as  far  as  those  of  the  architecture  of  Christian 
Rome  and  indeed  coincide  with  them,  in  short  that  the  two 
styles  are  roughly  contemporary,  frequently  interacting,  and 
really  somewhat  variegated  manifestations  of  the  same  artistic 
movement.  These  facts  understood,  however,  the  separate 
classification  of  the  two  styles  will  be  found  useful.  Taken 
together  the  two  might  be  called  the  medieval  architecture  of 
Rome  and  the  East. 

Lxick  of  self-consciousness  in  the  early  Christian  style.  The 
absence  of  self-consciousness  in  medieval  architecture  was 
never  more  marked  than  in  the  early  Christian  style.  No  art 
wns  ever  a  more  direct  result  of  environment  and  need. 
Daring  the  period  of  gestation,  so  to  speak,  of  Christian  art 
the  Roman  Empire  was  hastening  toward  disintegration.  In 
other  words,  classical  authority  was  weakening.  At  the  same 
time  the  old  Latin  stock  was  being  transformed  by  fresh  blood 
from  the  East  and  West  into  a  race  barbaric,  perhaps,  but 
susceptible  to  new  ideas  and  ideals.  From  the  West  came 
t*nerg\';  from  the  East  thought.  By  far  the  most  significant 
iniiK)rtation  from  the  East  was  Christianity  itself.  At  home 
in  the  P^ast,  at  Rome  it  was  at  first  only  one  of  the  weaker 
Eastern  sects.  The  beginnings  of  its  art,  therefore,  like  the 
Scginnings  of  its  ritual,  are  wrapped  in  a  baffling  obscurity. 
Id  ((inqiier,  it  had  to  struggle  fiercely,  and  it  learned  to  be  not 
•  .^ly  nUhless  but  infinitely  ada])table.  These  characteristics, 
iTnj)rcssed  upon  the  early  religion,  became  marked  in  the 
architecture,  and  never  more  so  than  after  330  when  the  Chris- 
tian religion  emerged  triumj^hant.  In  the  East,  however,  as 
one  might  expect,  the  struggle  was  less  violent,  and  the  archi- 
tecture was  therefore  at  once  more  spontaneous  and  more 
suited  for  subsequent  development. 

Weakening  of  classical  authority.  From  the  ver}^  beginning, 
both  in  East  and  West,  the  weakening  of  classical  authority 
was  of  the  highest  importance.  Tlie  Romans,  in  combining 
the  tral)eated  architecture  of  Greece  with  the  arch,  had  used 
iK^th  elements  according  to  consciously  fonnulated,  if  varying, 
canons.     With  the  decline  of  the  ctni)irc  these  canons  became 
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first  ignored,  then  forgotten.  The  result  was  decadence  from 
the  Roman  point  of  view,  but  possibility  of  infinite  develop- 
ment from  the  Christian.  One  of  the  first  results  was  the  free 
combination  of  the  column  and  the  arch,  anticipated  in  late 
Roman  imperial  work.  Set  rules  once  removed,  these  elements 
could  not  only  be  subjected  to  many  combinations,  for  example 
the  springing  of  an  arch  direct  from  a  capital  without  the 
intervening  entablature,  but  could  also  be  varied  in  scale, 
shape,  and  manner  of  use.  From  this  the  invention  of  new 
forms  was  a  logical  step,  and  flexibility,  the  keynote  of  medieval 
architecture,  was  obtained.  The  inevitability  of  this  tendency 
in  Christian  architecture  is  proved  by  the  same  tendency  in 
late  classical  work. 

Basilican  and  central  types.  The  way  being  paved  by 
classical  building  of  this  sort,  Christianity  soon  evolved  a  new 
architecture  adapted  to  its  needs  and  incidentally  expressive 
of  its  ideals.  In  general  the  buildings  thus  produced  may  be 
divided  into  two  classes,  according  to  whether  they  were 
designed  with  reference  to  a  longitudinal  or  a  central  vertical 
axis.  The  former  we  may  call  the  basilican,  the  latter  the 
central  type.  The  basilica,  with  its  long  lines  centering  atten- 
tion on  the  apsidal  end  of  the  church,  the  altar,  the  pulpits, 
the  bishop's  chair,  and  the  chancel  reserved  for  the  clerg>%  is 
perfectly  adapted  for  the  ordinary  ritual  of  the  Christian 
church.  Every  detail  of  such  a  building,  invented  or 
borrowed,  is  a  direct  result  of  the  needs  of  the  service.  Receiv- 
ing its  first  development  in  Rome,  the  basilican  ideal  persisted 
in  the  West,  and  it  is  significant  that  from  the  liturgical  point 
of  view  the  finished  Gothic  cathedral  is  but  a  vastly 
complicated  and  organized  ramification  of  the  basilican  type. 
The  central  type  received  its  greatest  development  in  the 
East.  In  plan  it  might  be  circular,  polygonal,  or  in  the  form 
of  a  cross  with  equal  arms.  Buildings  of  such  character 
concentrated  attention  on  the  central  vertical  axis  and  were 
best  adapted  for  tombs,  baptistries,  and  inclosures  of  sacred 
spots.  Although  not  so  well  suited  for  the  needs  of  the 
Christian  liturgy  as  the  basilican,  this  type  was  frequently 
designed  with  only  a  liturgical  purjjosc  in  view,  and  at  times, 
especially  in  the  East,  the  two  types  were  combined  in  a  man- 
ner which  makes  classification  difficult.     Thus  the  domed 
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basilicas  of  Anatolia  partake  of  elements  of  both  schemes, 
and  Hap^ia  vSophia  at  Constantinople  itself  might  be  classified 
under  lx)th  heads. 

Material  aftd  construction.  In  material  and  construction 
the  Western  biiildinj^s  were  the  lighter.  Brick  was  the  usual 
material  in  Rome,  and  vaulting  was  confined  to  the.  apse. 
Nave  and  aisles  were  wooden-ro(jfed.  In  the  East  vaulting' 
was  the  rule,  and  the  use  of  hea\y  cut  stone,  brick,  and  terra 
cotta  was  conmion,  though  the  timber  roof  often  api^ears  as 
well.  The  Eastern  buildings  were  more  pretentious  on  the 
exterior  than  the  Roman.  The  drab  brick  and  the  plain 
walls  of  the  Uitter  made  the  exteriors  unobtrusive  if  not  actually 
unsightly.  The  interiors,  on  the  other  hand,  were  lavishly 
decorated. 

Conscrcatism  and  possibilities  of  de^'elopnicnt.  The  Roman 
ty])e  of  building  crystallized  early,  and  gives  the  impression  of 
a  finished  product.     The  Eastern  type,  perpetually  changing, 
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on  the  whole  represents  a  step  in  the  development  to  some- 
thing new.  From  the  Eastern  style  the  Byzantine  could 
develo]).  The  Western,  tliough  offering  suggestions  of  un- 
limited value  to  the  Romanesque  and  Gothic  styles,  remained 
for  centuries  self-sunicicnt. 

The  Christian-Roman  basilica.  Turning  to  concrete  exam- 
ples, let  us  examine  first  the  buildings  in  Rome.  The  ideal 
Christian-Roman  basilica  is  easy  to  describe.  In  plan 
it  was  an  oblong  rectangle,  divided  into  three  or  five  aisles. 
and  ])r()vi(led  at  the  end  with  a  semicircular  apse.  In  the 
finished  examples,  such  as  old  Saint  Peter's  and  Saint  Paul's 
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Outside-the- Walls,  a  rudimentary  transept,  or  bemay  slightly- 
salient  at  the  sides,  was  introduced  between  the  rectangular 
building  and  the  apse,  giving  the  plan  a  form  approximating 
that  of  the  Latin  cross.  In  front  of  the  building  was  a  covered 
vestibule,  or  "narthex,"  and  before  that  a  peristylar  ** atrium.'* 
open  to  the  sky,  with  a  font  in  the  center.  The  atriimi,  an  ex- 
ample of  which  may  be  seen  at  San  Clcmente  (Fig.  65),  was  for 
penitents  and  the  unbaptized,  and  it  gave  at  the  same  time  a 
dignified  seclusion  to  the  church.  Penitents  might  also  enter 
the  narthex.  The  rear  of  the  nave  was  reserved  for  the  cate- 
chumens, or  neophytes,  while  the  faithful  generally  took  their 
places  in  the  side  aisles.  The  apse,  bema,  and  often  the  upper 
nave  were  reserved  for  the  officiating  clergy.^  This  space  was 
inclosed  by  a  railing,  the  ** chancel,*'  which  frequently  ran  far 
down  into  the  nave.  At  the  vcr>'  back  of  the  apse,  facing  the 
congregation  and  on  the  longitudinal  axis,  was  the  bishop's 
chair,  or  cathedra.  Before  it,  usually  at  the  intersection  of  the 
apse  and  the  bema,  was  the  altar  of  marble,  covered  with  a 
simple  marble  canopy,  the  cihorium.  Flanking  the  chancel 
were  two  pulpits,  or  amhones,  from  which  the  gospels  were 
read  and  the  sermons  preached.  The  common  material  for 
all  this  church  furniture  was  marble,  inlaid  with  mosaic,  which 
has  been  given  the  suggestive  name  of  opus  Alexandrinum. 
Occasionally  two  rooms,  the  diaconicon  and  the  prothesis,  were 
placed  on  either  side  of  the  apse. 

Elevation.  In  elevation  the  nave  of  the  basilica  was  much 
higher  than  the  side  aisles,  permitting  a  broad  clerestory 
through  which  light  was  admitted  by  windows,  fitted  with 
wooden  grilles,  thin,  perforated,  marble  screens,  or  even  oiled 
cloth.  The  aisles  were  covered  with  slanting  roofs,  usually 
hidden  from  the  floor  by  flat  ceilings.  The  triangular  space 
thus  obtained  between  the  aisle  ceiling  and  roof  constituted  the 
"triforium."  At  times  the  triforia  were  sufficiently  roomy  to 
permit  the  superirrtposition  of  galleries  on  the  aisles,  and  these 
were  reserved  for  the  catechumens  or  for  the  segregation  of 
women  {gynaccEo).  The  clerestory  walls  were  carried  on 
columns,  generally  antique,  which  separated  the  nave  from  the 
aisles.  Sometimes  the  system  was  trabeated;  sometimes,  as 
in  old  Saint  Peter's,  the  columns  bore  archivolts  on  which  the 
walls  were  set.     Nave  and  bema  were  covered  with  gable  roofs, 
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reinforced  with  trusses,  and  generally,  though  frequently  at  a 
period  later  than  the  original  building,  hidden  from  the  floor 
by  richly  coffered  and  gilded  ceilings.  The  semicirctdar  apse 
alone  Wcis  vaulted. 

Decoration.  Ample  compensation  for  the  dull  exterior  of 
the  basilica  was  made  by  the  gorgeous  polychromatic  decora- 
tion of  the  interior.  The  pavement  consisted  of  marble.,flags 
and  tessenc,  in  divers  brilliant  colors  and  ingeniously  compli- 
cated geometric  designs.  The  coliunns  were  of  precious 
marbles,  fluted  or  unfluted,  var>^ing  even  in  scale  according  to 
whether  or  not  the  builders  could  steal,  for  the  greater  glory  of 
God,  a  homogeneous  set  from  some  pagan  building.  In  like 
manner  the  cai^itals  varied,  frequently  not  even  fitting  the 
columns  that  bore  them,  and  the  entablature  above  was  often 
composed  of  unrelated  pilfered  clavssical  fragments.  That  such 
an  apparently  accidental  hodge-podge  should  form  an 
extremely  harmonious  and  decorative  whole  testifies  strongly 
to  the  underlying  good  taste  of  the  Christian  builder.  Finally 
the  wall  spaces,  and  especially  the  concave  surfaces  of  the 
aj^sidal  semi-domes,  were  covered  with  glass  mosaic,  gold- 
backed  and  flashing  with  brilliant  color.  Sacred  personages, 
especially  the  Saviour,  were  thus  portrayed,  and  eventually 
whole  cycles  of  biblical  history  were  taught  by  means  of 
pictured  mosaic.  This  mosaic,  like  the  opus  Alexandrinum, 
was  in  origin  essentially  Eastern. 

Origin  of  the  Christian-Roman  basilica.  The  origin  of  the 
Christian  basilica  is  somewhat  obscure.  Superficially  the 
tyi:)e  seems  to  have  sprung  into  completed  being  with  the  reign 
of  Constantine,  but  this  merely  proves  that  the  preliminary 
stei)s  in  its  development  have  been  lost.  The  most  obviotis 
theory  of  the  creeition,  dating  back  to  Leon  Battista  Alberti,  is 
that  the  Christian  architects  merely  took  over  and  copied  the 
ancient  Roman  classical  basilica.  The  ancient  civil  basilicas, 
however,  were  of  two  sorts,  one  Eastern  in  origin  and  the  other 
Wcstcni,  or  Hellenic.  The  plan  of  the  latter  strongly  suggests 
the  Christian  basilica,  and  it  is  reasonable  to  suppose  that  the 
later  building  was  derived  from  the  Greek  civil  basilica  of  the 
classic  times.  The  Christian  building  seems  to  have  been 
modified  in  detail,  however,  by  the  imitation  of  some  of  the 
foniis  of  the  Roman  house,  wherein  the  early  Christians  were 
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wont  to  worship,  and  by  the  invention  of  new  forms  for  better 
fulfilment  of  litiirj^cal  needs. 

Variations.  Within  the  fixed  limits  of  the  type  thus  set 
there  was  room  for  considerable  indixndual  deviation.  Indeed 
no  two  of  the  many  basilicas  in  Rome  are  precisely  the  same. 
Some,  like  old  Saint  Peter's  (Fig.  63),  had  five  aisles;  others, 
like  vSanta  Maria  Maj^giorc,  had  but  three.  At  times,  as  in 
Santa  Alaria  Magj^iore,  the  architrave  appears;  at  times  the 
archivolt  takes  its  place,  as  in  vSaint  Paul's  Outside-the- Walls 
(Fi[^s.  64  and  66).  In  <(eneral  as  time  went  on  the  archivolt 
more  and  more  took  the  place  of  the  architrave.  In  many 
of  the  smaller  buildings,  like  the  eighth  century  chtirch 
of  Santa  Maria*  in  Cosmedin,  the  bema  was  omitted.  An- 
other remarkable  deviation  appears  in  the  same  building, 
where  the  colonnade  is  broken  and  i)iers  are  inserted  at 
regular  intervals.  Occasionally  the  side  aisles  were  finished 
with  smaller  siilient  aj)ses  suggesting  Syriac  or  Eg>i)tian 
influence.  Such  an  aiTangement  ap^.^ears  in  San  Pietro  in 
Vincoli  (Fig.  63).  Oalleries  above  the  aisles,  more  t>'pic*al 
of  the  Orient  than  the  Occident,  are  to  be  found  in  San- 
t'Agnese  fuori-le-mura  (Fig.  64). 

Orientation  of  the  Christian  church.  An  interesting,  if 
freakish,  variation  occurs  in  San  Lorenzo  fuori-le-mura  (Figs. 
63,  67,  and  68).  Here  two  churches,  an  early  one  and  a  later, 
oriented  in  ()i)])()site  directions  and  juxtaposed  apse  to  apse, 
have  been  joined  into  a  single  building.  In  early  times, 
esi)ecially  in  buildings  constructed  under  the  influence  of 
Conslantiiie  (Saint  Peter's,  Saint  Paul's,  the  Lateran,  San 
Lorenzo),  the  fa(;ade  and  not  the  ai)se  was  placed  to  face  the 
east.  vSoon,  however,  the  orientation  was  fixed  with  the  apse 
to  face  the  east,  and  this  scheme  was  followed  whenever 
lK)ssil>le  throughout  the  Middle  Ages. 

The  ( liristiaji-Roniaji  basilica  in  Italy  outside  of  Rome.  "The 
Christian-Roman  basilica  is  best  studied  at  Rome,  but  is 
found  throughout  the  em^jire  freciiiently  alongside  of,  and 
c()ntemi)orane(nis  witli,  Iniildings  of  a  dilTerent  style.  Only 
in  Rome,  howex'cr,  did  it  show  so  com])letely  the  conservatism 
which  is  one  of  its  most  marked  cliaractcristics.  In  Ravenna, 
for  example,  we  find  the  sixth  centur>'  church  of  Sant'  Apolli- 
nare    Xuovo   (Fig.  69)   essentially  basilican  in  form,  yet  so 
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Byzantine  in  detail  that  the  work  might  be  classified  under 
either  Jiead. 

The  Roman  building  of  the  central  type.  In  Rome  buildings 
of  the  central  type,  thougli  they  are  to  \yc  found,  never  attained 
anything  like  the  importance  of  the  biisilicas.  The  most 
characlerLstic  example  of  the  type  in  Rome  is  the  church  of 
San  Stefano  Rotondo  (Figs.  63,  64,  and  70).     This  structure. 


consecrated  in  46S.  had  ori^;inally  the  fonn  of  two  concentric 
aisles  inclosing  a  cylinder  raised  aljove  them  to  form  a  clere- 
story. The  whole  was  wonilen-rnofed.  and  in  cross-section 
would  have  precisely  the  appearance  of  a  basilica.  Designed 
as  a  church,  the  ineptitude  of  this  fnrni  of  building  from  the 
ritualistic  puinl  of  view  is  eln<]uenily  \'oiced  by  its  centuries 
of  ahnost  comiilele  disuse,  Th;Lt  buildings  of  the  central 
tyitc,  vaulted  thnnighnut,  were  const nicled  in  Rome  is  proved 
by  the  church  •<(  Santa  Costan/.a  (Tig.  71).  Outside  of  Rome 
the  buildings  of  the  cvnli-al    lyjie   are  generally  so  obviously 
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Oriental  in  inspiration  that  they  are  best  discussed  under 
the  diffusion  of  Eastern  influence. 
'  The  East.  Geographical  dhnsions.  The  study  of  Eastern 
architecture  offers  a  very  different  problem.  In  the  nearer 
Orient  one  finds  no  conservative,  we II -developed  style  awaiting 
definition.  Generally  speaking,  the  early  Christian  architect- 
ure of  Rome  was  static,  that  of  the  East  dynamic.  In  the 
East  architecture  was  in  a  state  of  flux,  or  rather  progression,  a 
style  changing  almost  as  otic  seeks  to  fix  its  tyjie.     Moreover, 


FIG.  71 ROME.      SA«TACI)^TAN;A.      section  showing  the  CONSTBfCTION 

local  variations  were  striking,  and  the  first  step  toward  clear- 
ness involves  a  subdivision  of  the  East  into  three  distinct 
regions;  Anatolia,  Syria,  and  Eg>-pt,  The  first,  in  the  north, 
corresponds  to  Asia  Minor,  and  its  artistic  center  was  Ephesus. 
The  second,  farther  south  and  including  Palestine,  was 
guided  artistically  by  Antioch.  Alexandria  eontnillcd  the 
third.  A  fourth  broad  division  might  Ix;  made  of  northern 
Africa,  not  so  important  historically,  yet  affording  many 
examples  of  early  Christian  art. 

The  Syrian  basilica.  Beginning  with  Syria,  let  us  first 
consider  the  basilica.  Here,  l)esidcs  esamjilcs  very  like  the 
Roman  buildings,  other  stmclures  apiicar,  alisolutoly  new  in 
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the  history  of  art.  Only  wilhin  comparatively  recent  times 
has  attention  been  directed  to  Antioch  and  the  so-called 
"dead  cities"  of  Syria,  whore  receding  civilization  has  left 
ruins,  and  often  well-preserved  buildings,  as  impressive  as  any 
to  be  found  in  Pompeii.  In  the  typical  S\Tian  basilica  the 
atrium  was  abandoned  and  a  covered  porch,  flanked  by  two 
monumental  towers,  was  substituted  for  the  narthex.  A 
unique  facade,  very  sugyestive  of  later  medieval  architecture. 


was  thus  (ihtained.  In  the  interior,  generally  t hree -aisled,  the 
Greek  c<>|ontiaile  gave  way  lo  great  piers,  bearing  an  arcade, 
soniciinies  dimble  and  wide  of  span,  giving  an  impression  of 
greLLt  space,  BeUveeii  the  elere-^l"ry  wimknvs  corlwls  often 
bore  cnlnnnetles  wliieli  ran  uji  in  rrceive  the  transverse  beams 
of  the  LiiiilRT  rn<if  an<i  g;t\'e  the  slnic-lurc  something  of  the 
fwling  of  ]o;,Heai  artiailalinn  so  enniinonly  associated  with  the 
orgiinic  Romanestjue  ami  Gutliic  styles.  There  were  generally 
thrw  ai>ses  at  the  east  end.  iisually  round,  though  occasionalty 
square,  in  plan,  and  at  times  horsesh.ie-sha|X'd. 
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Examples.  Good  examples  of  SjTian  basilicas  may  be  seen 
at  Ruweiha,  at  Mchabbak,  and  at  Tourmaiiin  (Fig.  72). 
Perhaps  the  finest  example  of  the  Syrian  facade  is  that  of 
Tourmanin,  and  the  most  complete,  and  probably  the  best 
single  example  of  Si,Tian  architecture,  is  the  church  of  Khalb- 
Louzeh  (Fig.  63).  In  the  Hauran.  on  account  of  the  scarcity 
of  wood,  an  even  more  remarkable  development  took  place. 


■■'IC.    73^KALAT-SEMAN,       THE    BASILICA   OF    SAINI     SIMEOS'    STVLITES 

and  one  finds  buildings  eonstructed  entirely  of  monumental 
cut  stone.  Transverse  arches  were  thrown  across  the  naves, 
and  these  supported  roofs  of  stone  flags  laid  ])arallcl  to  the  main 
axis  of  the  building.  The  timber  roof  then  entirely  disappeared. 
The  originality  of  these  buildings  really  indicates  a  n.-\'ersion 
of  the  Orient  to  its  native  genius. 

Buildings  of  the  central  type  in  Syria.  The  buildings  of  the 
central  type  in  Syria  were  equally  important.  Ctmstantine 
himself  set  the  style  with  the  famous  church  of  the  Holy 
Sepulchre,  crowned  with  a  dome  supported  on  an  interior 
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colonnade,  and  surrounded  by  a  circular  aisle  carrying  a 
galler>'  above  it.  Two  buildings  of  capital  importance  in  the 
history  of  architecture  are  the  churches  of  Ezra  and  Bosra 
(Figs.  63  and  64)  in  S>Tia.  The  former  is  in  plan  an  octagon 
inscribed  in  a  square.  The  octagon  drum  is  covered  by  an 
egg-shaped  dome,  the  transition  from  the  drum  to  the  dome 
being  made  by  squinches.  A  salient  apse,  semicircular  within 
and  three-sided  without,  appears  at  the  east  end.  The  system 
of  Bosra  is  even  more  ingenious.  The  plan  is  that  of  a  circle 
inscribed  within  a  square.  The  great  central  dome  was 
carried  on  eight  pillars,  and,. to  neutralize  its  thrust,  was  sur- 
rounded by  an  annular  barrel  vault,  fortified  by  foiu"  semi- 
circular exedrai  at  the  angles  of  the  square.  Three  apses  were 
placed  at  the  east  end.  Perhaps  the  most  perfect  of  the 
Syrian  buildings  of  the  central  type  was  the  monastery  of 
Saint  Simeon  Stylites  (Fig.  73).  Round  an  octagonal  court, 
in  the  center  of  which  was  the  column  of  the  famous  ascetic, 
four  great  three-aisled  basilicas  were  placed  to  form  a  gigantic 
Greek  cross.  The  eastern  arm,  finished  with  three  apses,  was 
the  church  proper;  the  others  were  reserved  for  pilgrims. 
The  extraordinary  fertility  of  invention  in  these  buildings 
vshows  the  beginning  of  an  attempt  to  i^roduce  a  satisfactory 
ecclesiastical  building  of  the  central  type.  The  architects  of 
ByzantiiuTi  were  to  be  j)rcoccu])ied  largely  with  this  problem. 

Syrian  decoration.  The  Mschatta  frieze.  Not  less  significant 
was  the  decoration  of  the  vSyrian  building.  We  have  seen  at 
S])alato,  imported  from  vSyria,  the  modification  and  free  use 
of  classic  detail  to  embellish  the  exterior  of  an  edifice.  The 
same  procedure  was  maintained  with  infinite  variations  in 
Syria  ])r()pcr.  Moreover,  the  Svxians  evolved  a  new  scheme 
of  sculi)tiired  decoration,  superbly  shown  in  the  frieze  from 
Mschatta  (I"ig.  74)  now  in  the  Berlin  museum,  wherein  classic 
and  Oriental  motives  are  combined  in  the  richest  of  patterns 
and  crisply  cut  in  low  relief.  Polychromatic  decoration,  too, 
was  common  in  S\Tia.  In  short,  the  region  showed,  at  an 
early  dale,  new  de\'cloi)ments  in  architecture  which  unques- 
tionably aided  in  i)aving  the  way  for  the  Byzantine  style,  and 
])crlKi])s  even  for  the  remote  Romanesque  of  Europe. 

Early  (liristiaji  architecture  of  J'^iiypt.  In  plan  and  con- 
stniction  the  buildings  of  li^gy])t  show  far  less  ingenuity  than 
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those  of  Syria.  An  intcrestinji;  class  of  E^'ptian  monuments 
is  marked  by  the  use  of  an  immense  trefoil-shaped  sanctuary, 
divided  from  the  three-aisled  nave  by  a  wide  transept.  The 
trefoil  sanctuary,  however,  may  well  be  an  importation  from 
Syria.  One  Alexandrian  invention,  the  cistern  with  its  cover 
supi)orted  on  columns,  was  caused  by  local  needs  and  destined 
to  exert  a  stron^^  influence  in  Constantinople.  The  special 
importance  of  E^ypt  lay  in  the  decorative  schemes  evolved 
there.  For  centuries  Alexandria  had  Ixien  the  center  of  a 
school  of  lively  pictorial  deconition.  To  this  was  added  in  the 
early  Christian  centuries  brilliant  work  in  glass  mosaic  and 
inlaid  marble.  Thus  equipped,  Egyj^t  was  able  to  dower  both 
Byzantium  and  Italy  with  the  rich  polychromatic  interior 
decoration  which  became  the  vogue  practically  throughout 
Christendom. 

The  basilica  in  Anatolia.  In  Anatolia  the  architects  proved 
themselves  structurallv  the  most  inventive  of  all.  The  con- 
troUi ng  city  was  Ephesus,  but  the  sites  where  the  architecture 
mjiy  be  studied  are  very  numerous,  the  best  perhaps  bein<; 
Bin-bir-Kilisse  (the  thousand  and  one  churches),  in  the  plain 
of  Konieh  in  southeastern  Anatolia.  Here  the  majority  of 
the  basilicas  recall  the  buildings  of  Syria,  They  are  generally 
three-aisled  with  a  single  strongly  salient  apse,  either  circular 
or  polygonal.  At  the  entrance  to  the  nave  is  a  porch  flanked 
by  two  towers.  All  this  might  be  Syrian,  but  the  Anatolian 
strikes  his  special  note  by  vaulting  his  structure,  and  numbers 
of  these  buildings  have  heavy  barrel  vaults  over  nave  and 
aisles.  An  excellent  exami)le  of  this  type  of  building  may  be 
seen  at  Daouleh.  Side  by  side  with  these  vaulted  structures, 
howe\'er,  may  be  seen  the  Gra:eo-Roman  type,  with  atritun, 
brick  walls,  and  timber  roof. 

The  central  type  in  Anatolia.  Anatolia,  too,  abounded  in 
buildings  of  the  central  ty])e.  We  have  an  interesting  descrip- 
tion of  a  AIart\'rium,  written  in  the  fourth  century  by  Gregory 
of  Xysa.  The  monument  was  to  be  cruciform,  the  arms  of  the 
cross  lx)und  at  their  intersection  by  semicircular  niches,  and 
a  conical  dome  was  to  cover  the  crossing.  The  use  of  the 
coTiical  dome  suggests  the  influence  of  Persia,  and  indeed 
the  most  significant  element  in  Anatolian  architecture  is  the 
Persian.     The    Syrian     conical-domed    buildings,    like     the 
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churches  of  Ezra  and  Bosra,  may  have  been  copied  from 
Anatolia  or  themselves  inspired  direct  from  Persia.  Many 
variations  of  Gregory^s  scheme  may  be  seen  to-day,  especially 
at  Bin-bir-Kiliss6. 

The  Anatolian  domed  basilica.  Historically  the  most  inter- 
esting of  the  types  evolved  in  Anatolia,  however,  is  what  has 
been  called  the  domed  basilica.  The  first  step  in  its  develop- 
ment was  made  by  placing  a  square  bay  before  the  apse  to 
enlarge  the  presbyter  turn,  and  adding  gaillcries  above  the  aisles 
for  the  faithful.  To  give  a  lighter  efTect  to  buildings  of  such 
large  dimensions,  without  weakening  the  barrel  vaults  by 
piercing  them  with  window^s,  the  architects  hit  on  the  scheme 
of  breaking  the  barrel  vault  with  a  dome,  and  thus  the  domed 
basilica,  destined  to  exercise  an  enormous  influence  on  later 
architecture,  came  into  being.  A  perfect  example  of  the  type 
may  be  seen  at  Kodja-Kalessi  (Fig.  63),  where  the  dome  oc- 
cupies two  bays  of  the  nave.  The  same  type,  constructed 
in  brick,  occurs  in  Saint  Clement's  at  Anc>Ta.  In  both  the 
dome  is  carried  on  squinches.  On  the  other  hand,  at  Saint 
Nicholas  of  M>Ta,  and  at  Dehr-Ahsy  in  Syria,  we  find  domed 
basiHcas  with  the  domes  carried  on  pendentives. 

The  problem  of  the  dome.  Many  and  ingenious  were  the 
solutions  of  the  problem  of  the  dome  in  Anatolia.  Materials 
were  varied,  and  bricks  and  terra-cotta,  adopted  from  neighbor- 
ing Persia,  were  used  to  reduce  the  thrusts  of  heavy^  domes.  To 
make  the  transition  from  the  square  or  polygon  below  to  the 
roimd  dome  above,  the  architects  adopted  many  methods. 
Squinches  w^ere  commonest,  sometimes  merely  of  flat  stones 
laid  across  the  angles  of  the  square,  reducing  it  to  a  [polygon, 
and  then  other  stones  laid  across  the  angles  of  the  ])olyg()n, 
making  them  still  more  obtuse,  until  in  successive  courses  the 
mass  was  coaxed  into  the  roughly  circular  form  necessary  to 
receive  the  base  of  the  dome.  Sometimes  arches  were  thrown 
across  the  angles  of  the  square  or  polygon,  and  again,  when 
the  dimensions  were  sufficiently  small,  single  blocks  at  the 
angles  were  hollowed  out  in  pendentive  form. 

The  pendentive.  By  far  the  most  important  solution  of  the 
problem,  however,  was  the  true  i)endcntive.  In  mathematical 
terms  a  pendentive  is  a  segment  of  a  hollow  hemisphere,  the 
diameter  of  which  is  equal  to  the  diagonal  of  the  square  to  be 
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covered.  In  non-technical  laiifjuaRe,  however,  the  member 
is  not  so  easy  to  describe.  Imagine  a  square  to  be  covered  by 
a  dome  of  such  dimensions  that  its  edge  would  touch  the 
square  only  at  the  four  comers.  Obviously  the  dome  would 
project  l>eyond  the  four  sides  of  the  square.  Imagine  all 
portions  of  the  dome  projecting  beyond  the  sides  of  the  square 
to  be  shaved  off  vertically,  and  the  result  would  Iw  a  pcndcn- 
tive  dome,  or,  technically,  a  continuous  dome  on  pendentives. 


Imagine  then  the  top  of  the  jicndentive  dome  to  be  sliced  off 
horizontally  al  a  jioint  just  :ilH>ve  the  crowns  of  the  lateral 
arches  caused  by  Ihf  vertical  aUs,  The  result  would  be  four 
spherical  triaiiK'ies  or  pendent i\'es,  so.ginenls  of  a  sphere,  the 
diameter  of  which  would  equal  llic  diameter  of  the  square 
Ix'Iow.  On  these  a  true  dome  could  Ijc  placed,  producing  a 
dome  on  pcndenliws  (Fig.  64), 

The  origin  of  Ihe  pciidailive.     The  |iendentive  was  destined 
to  become  one  of  the  most  marked  characteristics  of  Byzantine 
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architecture.  Though  its  origin  is  open  to  dispute,  it  must 
have  been  the  logical  outgrowth  of  the  Persian  vaults  of  light 
material  without  centering.  The  strong  probability  is  that 
the  architects  of  Anatolia,  in  close  contact  with  the  Orient, 
independently  created  this  most  important  member. 

Diffusion  of  Oriental  influence  in  the  West,  Buildings  at 
Ravenna.  Through  the  influence  of  commerce  and  monas- 
ticism  the  fourth,  fifth,  and  sixth  centuries  were  marked  by  a 
widespread  diffusion  of  Oriental  influence  in  the  West.  Al- 
though it  appears,  as  we  have  noted,  in  the  fourth  century 
palace  of  Diocletian  in  Spalato,  and  again  later  in  Rome  in  the 
decorations  of  the  basilicas,  and  especially  in  the  buildings 
of  the  central  type,  its  full  force  in  Italy  is  best  judged  in  the 
architecture  of  Ravenna.  Here  two  buildings  of  the  mid- 
fifth  century,  the  Mausoleum  of  Galla  Placidia  (Figs.  63  and 
75)  and  the  so-called  Baptistr>'  of  the  Orthodox,  attest  the 
almost  complete  domination  of  Oriental  inspiration  in  this 
Western  city.  The  former,  now  the  church  of  Santi  Nazzaro  e 
Celso,  is  Greek  cruciform  in  plan,  the  crossing  being  covered 
with  a  continuous  dome  on  pendentivcs,  ingeniously  con- 
structed of  hollow  terra-cotta  amphorae  inserted  one  within 
another.  The  material  alone  establishes  the  influence  of  the 
Orient,  especially  of  Persia.  The  exterior  is  plain,  the  brick 
walls  being  lightened  somewhat  by  blind  arcades.  Externally 
the  dome  appears  as  a  square.  The  interior  shows  a  com- 
plete incrustation  of  precious  glass  mosaic  in  the  Alexandrian 
manner.  The  Baptistry  of  the  Orthodox  (San  Giovanni  in 
Fonte)  is  a  polygonal  structure,  with  a  dome  constructed  like 
that  of  the  tomb  of  Galla  Placidia. 

Mingling  oj  early  Christian  and  Byzantine  elements.  Al- 
though in  point  of  time  such  works  fall  within  the  early 
Christian  period,  to  classify  them  merely  as  early  Christian 
would  produce  a  deep  misconcei^tion  of  their  architectural 
significance.  Already  they  anticipate  so  many  elements  of 
the  Byzantine  style  that  they  might  as  justly  be  called  By- 
zantine. This  does  not  mean  that  they  were  importations 
from  Constantinople.  On  the  contrar\%  they  were  Italian 
products  of  the  same  Eastern  influences  that  were  already  at 
work  in  Constantinople  to  i)roduce  the  Byzantine  style. 

Conclusion.     Earlv  Christian  architecture  may,  therefore, 
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be  regarded  from  two  points  of  view.  From  one  it  is  a  self- 
sufficient  style,  amply  providing  the  early  Church  with  build- 
ings beautiful  in  themselves  and  even  finer  in  their  complete 
fulfilment  of  the  needs  for  which  they  were  designed.  Re- 
garded from  this  jioint  of  view,  the  Christian-Roman  basilica  is 
the  supreme  product  of  early  Christian  architecture.  From 
the  other  and  broader  point  of  view,  the  early  Christian  style 
is  a  link  in  the  great  architectural  chain,  connecting  the  weak- 
ening classic  art  with  the  vigorous  new  style  of  Byzantium. 
Especially  the  buildings  of  Eastern  Christianity,  experimental, 
lawless  in  their  disregard  of  classic  tradition,  at  times  even 
crude  though  always  full  of  promise,  herald  in  no  uncertain 
tone  the  advent  of  the  art  so  soon  to  appear  in  Constantinople. 

CHRONOLOGICAL  LIST  OF   EARLY   CHRISTIAN 

MONUMENTS 

It  must  be  noted  that  it  is  often  impossible  to  date  medieval  monu- 
ments exactly,  and  wc  must  frequently  be  satisfied  with  the  half 
century  or  century  in  which  a  building  was  erected.  A  single  date, 
without  qualification,  refers  to  the  bei^inning  of  the  portion  of  a 
l)uil(hng  referred  to  in  the  text.  In  general  it  is  always  well  to 
rcmemlxiT  that  an  error  in  datini::  a  medieval  monument  is  apt  to 
give  the  monument  greater  anlicjuity  than  it  deserves. 


ITALY 

Rome,  Old  Saint   Peter's. — Consecrated  326. 

RoTTie,  Santa  Coslanza.-  -Huill  .u\V-.i>7;    rebuilt  T256. 

Rome.  Saint    Pauls  Outside-tlie-Walls. — Founded  3S6,    but  rebuilt 

Rome.  Santa  Maria  Mat::<^iore. — Rebuilt  4,^2-440. 

Rome,  San  Pietro  in  Vincoli.— Founded  ca.  450. 

Ravenna,   Mau'^olcum  of  Oalla   Placidia. — Ca.   450. 

Ravenna,   Ba])tistry  of  the  Orthodox.- -Mid-iiflh  century. 

Rome,  San  Stef.-ino  Rolondo. -46S  48.^. 

Ravenna,  Sant'  Apohinnre  Nuovo.- -Soon  after  500. 

Rome,    San    Lorenzo    Fuori  -  le  -  ^hn•a. — Rebuilt    578;     remodeled 

1216-27. 
Rome.   S;uit'  A,u:nese,   Fuoride-Mura.  — Rel>uilt    625-638. 
Rome,  S:in  CU-mcnte.      RcbuiU    iioS. 
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THE    EAST 

Jeruselem  Church  of  the  Holy  Sepulchre. — 312-337. 

Ruweiha. — Fourth  century. 

Kodja-Kalessi. — Fourth  or  possibly  fifth  century. 

Mschatta  Frieze. — Possibly  fourth,  possibly  sixth  century. 

Mchabbak. — Fifth  century. 

Daouleh. — Fifth  century  (?). 

Saint  Simeon  Stylites. — End  of  fifth  century. 

Ancyra,  Saint  Clement. — Fifth  century  (?). 

Myra,  Saint  Nicholas. — Fifth  century  (?). 

Bosra. — 512. 

Ezra. — 515. 

Tourmanin.— Sixth  century. 

Khalb-Louzeh. — Sixth  century. 
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lications, by  an  original  scholar  of  encyclopedic  information.  Though 
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sis of  the  history  of  Byzantine  art,  with  a  valuable  discussion  of  the 
early  Christian  architecture  of  the  East  as  an  introduction.  O. 
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CHAPTER  VII 
BYZANTINE  ARCHITECTURE 

Origins.  Byzantine  architecture  came,  like  the  Wise  Men, 
out  of  the  East,  the  r61es  of  the  Magi  being  played  by  the 
three  great  cities:  Alexandria,  Antioch,  Ephesus.  From  the 
first  of  the  three  came  the  polychromy  which  remained  a  char- 
acteristic of  the  style  from  beginning  to  end.  The  second  sup- 
plied the  Byzantine  ideal  of  sculptured  decoration,  flat,  crisply 
cut  relief  and  an  all-over  covering  of  the  surface.  The  third, 
most  important  of  all,  gave  the  structural  elements  which  the 
Byzantine  architects  fused,  systematized,  and  developed  for 
ten  centuries. 

Centralization.  Although  the  style  was  diffused  over  a  vast 
area,  from  Armenia  to  France  and  from  Russia  to  Africa,  the 
nerv^e  center  remained  practically  always  at  Constantinople. 
To  this  centralization  are  due  the  main  characteristics  and 
general  homogeneity  of  the  style.  Byzantium  took  the  ideas 
of  the  Orient,  handled  them  with  the  lavish  means  and  broad 
conceptions  of  Rome,  and  welded  them  with  a  refinement 
literally  neo- Attic.  The  result  was  a  new  art,  but,  like  the 
Roman,  a  distinctly  imperial  one.  Architecturally  as  well  as 
politically,  Constantine  supplanted  imperial  Rome  by  im- 
perial Constantinople. 

Ecclesiastical  and  secular  work.  Byzantine  architecture  was 
primarily  ecclesiastical,  but  this  generalization  must  often  be 
qualified.  Dtiring  the  reigns  of  im]:)ortant  emperors,  such  as 
Constantine  (323-337),  Justinian  (527-565),  and  Basil  I.  (867- 
887),  civil  architecture  played  an  extremely  importaiit  part. 
The  churches  exercised  a  greater  influence  on  other  styles  than 
civil  buildings,  and  were  often  preser\^ed  when  the  civil  build- 
ings were  destroyed,  but  this  fact  should  not  blind  us  to  the 
importance  of  the  non-ecclesiastical  work. 
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Lack  of  self-cmtscioiisncss  of  the  style.  Whether  lay  or  ec- 
clesiastical, however,  Byzantine  architecture  was  on  the 
whole  unselfconscious.  La\'ish  as  the  decoration  might  be 
in  church  or  palace,  the  important  consideration  was  always  a 
satisfactory^  solving  of  structural  needs,  and  this  became  the 
real,  if  unconscious,  canon  of  Byzantine  esthetic  theory. 
Moreover,  the  style  tended  to  be  coqjorate  rather  than  in- 
dividual, though  not  to  nearly  so  comjjlete  an  extent  as  the 
medieval  styles  of  western  l^urope.  Especially  in  the  earlier 
period  individuals  were  ai)t  to  dominate  the  works,  but  later 
craftsmen  and  obscure  architects  were  given  ver^'  free  rein, 
and  even  in  the  earliest  times  the  individual  appears  as  the 
voice  of  the  civilization  rather  than  its  teacher. 

Conservatism  and  devclopnent,  Byzantine  art  has  generally 
been  considered  rigidly  conserv^ative.  It  was,  in  truth,  con- 
serv^ative,  yet  only  in  so  far  as  conserv^atism  was  not  incon- 
sistent with  develoinnent.  Nothing  could  be  more  mistaken 
than  the  too  common  c()nce])tion  of  the  Byzantine  style  as  one 
which  crystallized  in  the  sixth  century  and  continued  as  a 
chain  of  monotonous  re])etitions  until  the  fifteenth.  The  art 
was  alwa}'s  conscious  of  and  taught  by  its  past,  but  it  never 
slavishly  copied  its  past,  and  develoi)ment  was  none  the  less 
steady  for  being  slow. 

Materials.  The  materials  used  in  Byzantine  architecture 
were  very  varied.  Brick  and  moilar  were  commonest  and 
inost  expressive  of  the  ideals  of  the  style.  By  means  of 
light,  ])orous  material  the  architect  got  his  most  striking 
efiects.  and  mortar  joints  were  frccjucntly  increased  to  the 
width  of  the  bricks  b(»nde(l.  C\)ncrete  was  used  for  cores, 
but  the  rigid  concrete  Naults  of  the  Romans  disai)peared. 
Cut  stone  was  used  freely,  but  nearly  always  as  an  adjunct 
to  other  material.  A  homogeneous  use  of  ashlar  was  i)rac- 
tieally  unknown  in  Byzantine  architecture  outside  of  cer- 
tain restricted  regions,  notably  Greece  and  Armenia.  For 
])urposes  of  decoration  the  Byzantine  architects  used  .mosaic 
and  marble,  the  latter  sometimes  canned  in  flat,  tapestry- 
like relief,  sometimes  applied  as  a  veneer.  In  the  later  style 
decoration  in  Ijriek  became  common,  and  wall  surfaces  were 
enriched  with  an  infinity  of  ])atterns  in  brick,  or  brick  alter- 
nating with  cut  si  one.     The  absence  of  fomiulated  esthetic 
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criteria  pave  full  play  to  the  invention  and  good  taste  of 
the  designers . 

Structure.  The  originality  and  fertility  of  the  Byzantine 
architect  never  shows  more  hajipily  than  in  the  soh'inK  of 
problems  of  structure.  The  stylo  was  essentially  a  vaulted 
one,  and  the  most  imjjortant  form  of  vault  \v;is  the  dome. 
Wood  heinfj  scarce,  the  problem  of  centering  was  serious,  and 
the  architects,  taking  their  cues  from  Anatolia  and  Persia, 
soon  learned  to  construct  important  vaults  without  centering. 


To  that  end  they  de\'cloiied  the  lightest  and  mosi  durable  ma- 
teriats.  bound  by  thick,  adhesive  mortar  joints.  Then  by 
completing  the  vaults  in  succ-essivc,  concentric,  self-sustaining 
rings,  by  slanting  brick  courses  so  as  tn  require  little  or  no  su])- 
[lortfrom  below,  and  by  the  invention  of  ingeiiii)iis  devices  fur 
the  definition  of  vault  surfaces  during  the  process  of  constaic- 
tion,  the  architects  succeeded  almost  entirely  in  elimin.tting 
the  necessity  for  centering.  Mnrenver,  the  stability  nf  the 
finished  structure  was  further  insured  by  an  cqnilibrinm  nf 
thrusts.  Domes  and  vaults  were  grf>Tii>ed  ci'ini'aclly  and 
logically,  their  thrusts  oppiising  one  anmlier,  ami  the  tlinisis 
of  a  great  central  dome  were  neTilnili-;^ed  and  carried  off  by  a 
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number  of  subordinate  domes  grouped  round  it.  The  style 
thus  had,  especially  in  the  later  period,  a  large  measure 
of  that  structural  logic  which  one  associates  with  Gothic 
architecture. 

Supports.  The  same  logic  was  shown  admirably  in  the  use 
of  supports.  The  use  of  squinchcs  for  the  support  of  domes 
was  inherited  from  the  East  and  continued  with  variations 
throughout  the  entire  development  of  the  style.  Far  more 
important  in  the  history  of  architecture  was  the  use  of  the 
pendentive.  To  the  Byzantines  belongs  the  credit  of  recog- 
nrzing^the  full  possibilities  of  the  i)endentive,  and  the  use  of 
these  members  as  a  sup])ort  for  a  superimposed  dome  was  in- 
augurated in  Byzantium  (Fig.  64). 

Capitals.  Moreover,  the  logic  of  the  architects  was  not 
confined  solely  to  the  immediate  supports  of  the  dome.  The 
capitals,  which  carried  the  weight  of  the  vault,  were  of  an 
entirely  new  and  logical  design.  Unlike  the  Roman  entabla- 
ture with  its  merely  crushing  weight,  the  mass  which  the  By- 
zantine caj)ital  had  to  carry  was  heterogeneous  and  exercised 
a  variety  of  thrusts  in  many  directions.  To  meet  this  mass 
the  architects  first  designed  a  sturdier  Corinthian  capital. 
with  a  wider  abacus.  Next  they  added  a  hea\'y  thrust  block, 
like  an  inverted,  truncated  pyramid,  to  make  the  transition 
from  the  capital  to  the  mass  above.  Capitals  of  this  sort 
may  be  seen  in  the  Eski-djouma  in  Salonica.  The  idea  of  the 
impost  came  from  Syria,  where  the  use  of  such  members  was 
current  in  the  fifth  century,  the  SxTians  in  turn  ha\'ing  prob- 
abl\'  received  it  from  Persia.  A  further  step  was  taken  in 
San  Vitale  at  Ravenna  (Fig.  76),  when  the  Corinthian  char- 
acter of  tlie  ca])ital  was  almost  abandoned,  and  it  was  shaped 
like  a  richly  ornamented  impost  l)l()ck.  Finally,  at  Ha^a 
S()])hia  at  Salr)nica,  the  fonn  a])]jcarson  which  all  Byzantine 
ca])itals  were  based,  an  imjxjst  block,  carried  on  a  broad,  thin 
al)acus,  whence  the  load  is  transmitted  to  a  high,  convex  bell, 
l)road  at  the  toj)  and  slender  at  the  base  where  it  meets  the 
slender  shaft.  The  fonn  thus  iiu'ented  combines  elements  of 
the  three  Greek  classic  fonns,  and  is  both  apt  and  beautiful. 
It  was,  moreo\'er,  flexible,  and  capable  of  infinite  variety, 
from  the  stern  sim])licity  of  the  rudimentary  capitals  in  the 
cistern  of  Bin-bir-dirck  to  the  rich  profusion  of  the  melon,  bird 
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and  basket,  and  wind-blown  acanthus  capitals  of  the  fully 
developed  style. 

Types  0}  ecclesiastical  buildings.  Since  the  Byzantine  ec- 
clesiastical buildings  surj^ass  all  other  sorts  in  importance, 
we  must  devote  most  of  our  study  to  them.  The  ty]Des 
created  were  diverse.  In  the  earlier  period  the  type  developed 
from  the  domed  basilica  of 
Anatolia  was  the  favorite, 
the  most  famous  example 
being  Hagia  Sophia  at 
Constantinople.  In  the 
so  -  called  second  golden 
age,  in  the  ninth,  tenth, 
and  eleventh  centuries, 
the  Greek-cross  plan  be- 
came the  fashion,  although 
both  types  existed  in  both 
periods.  Sometimes  the 
plan  was  that  of  a  Greek 
cross  inscribed  within  a 
square,  the  cross  marked 
in  the  actual  building  only 
by  the  clerestory.  At 
other  times  a  true  Greek 
cross  was  designed  on  plan. 
In  the  beginning  the  so- 
called  triconch  or  *'three- 
sheir*  plan,  with  a  trefoil 
division  of  the  apsidal 
end,  was  popular,  and  this 

type  persisted,  with  modifications,  throughout  the  history''  of 
the  style.  The  true  basilican  plan,  though  not  wholly  for- 
gotten, was  never  popular.  Circular  and  polygonal  buildings 
were  also  designed,  but  by  far  the  most  popular  form  of  build- 
ing of  the  central  type  was  the  Greek  cross. 

Churches  earlier  than  Hagia  Sophia  oj  Ccnistantinople.  Al- 
though Hagia  Sophia  may  be  regarded  almost  as  the  i)roclama- 
tion  of  Byzantine  architecture,  it  was  preceded  by  a  number  of 
buildings  outside  of  as  well  as  within  Constantinople  that 
heralded   the   approaching   style.     We   have   already   noted 
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Ravennate  buildinj^^s  which  might  well  be  called  Byzantine. 
Similarly  the  Stoudion  basilica,  built  in  Constantinople  in 
463,  although  it  conforms  to  the  Hellenistic  type  and  retains 
the  post  and  lintel  system,  is  Byzantine  in  spirit,  and  the 
purely  Byzantine  church  of  Saints  vSergius  and  Bacchus  in 
Constantinople   (Fig.    77)   slightly  antedates  Hagia  Sophia. 

This  building  recalls  the  churches 
of  Ezra  and  Bosra  (Figs.  63  and 
64)  in  Asia  Minor,  but  is  more 
skilfully  planned  and  executed. 

Saint  Irate,  Constantinople.  In 
532  Justinian  caused  the  building 
of  another  church,  Saint  Irene,  in 
Constantinople  (Fig.  78),  which 
brings  us  still  nearer  the  full- 
fledged  Byzantine  style.  The 
architect  of  Saint  Irene  was  prob- 
al)ly  inspired  by  the  church  of 
I  lagia  Sojjhia  at  vSalonica,  a  build- 
ing which  ])robably  antedates 
srnncwhat  its  great  namesake  in 
Constantinople.  Both  Saint 
Irene  and  Hagia  Sophia  at 
Salonica    are    variants    of    the 

C  A-^     ji-L. — L-sLid hd — I    Anatolian  -  domed    basilica.       In 

Saint  Irene  the  domes  are  abutted 

0      i      io  S  JwMtr.  by  barrel  vaults   grouped  about 

FIG.  7s  — coNsTANTiNoi'Li!:.      thcm  in  the  shape  of  a  cross,  and  it 

SAINT  iRKNH.    PLAN  sccms  possiblc  that  we  have  here 

the  germ  of  the  Greek-cross  form. 
//at,'U7  SopJiia.  All  these  buildings  appear  insignificant, 
however,  Ijcside  the  ''Great  Church,"  the  church  of  the 
Di\-ine  Wisdom,  Hagia  Sophia  at  Constantinople.  This  build- 
ing eml)odies  more  fiill\^  than  any  other  the  full-fledged 
Byzantine  style  of  the  first  golden  age.  Justinian  began  it  in 
532,  to  replace  a  Conslantinian  church  of  the  same  name  which 
had  been  dcstro\'cd  in  the  Nika  sedition.  Anthemius  of 
Tralles  and  Isidonis  of  Miletus  were  the  architects,  both  of 
Anatolian  origin.  The  clnuTh  was  completed  in  five  years  and 
dedicated   with   the   most   impressive   ceremonies  and   amid 
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general  thanksgiving  December  27,  537,  by  Justinian.  In 
558  the  central  dome  fell,  but  a  nephew  of  Anthemius  rebuilt  it 
according  to  a  somewhat  less  ambitious  design,  and  the  church 
was  reconsecrated  by  the  Emperor  in  562. 

Plan  and  construction.  In  plan  {Fig.  79)  Hagia  Sophia 
occupies  a  great  square  which,  excluding  £he  apse  and  the 
narthex.  measures  about  250  by  240  feet.  A  double  narthex, 
galleries,  and  an  atrium  precede  the  nave.     In  the  center  is 
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reared  a  great  dome  on  pendentivcs,  107  feet  in  diameter, 
carried  on  four  huge  piers,  25  feet  square,  and  abutted  cast  and 
west  by  two  half-domes  of  the  same  diameter  as  the  central 
dome  {Fig.  80).  These  mark  the  longitudinal  axis  of  the 
building.  Abutment  to  the  north  and  south  is  supplied  by 
four  tremendous  buttresses  of  marble-faced  rubble.  The  li;ilf- 
domes  are  in  turn  abutted  at  the  springing  by  paired  smaller 
half-domes,  and  thus,  partly  by  opposing  thrust  to  thrust  and 
partly  by  carrying  off  the  thrust  of  the  great  dome  in  (Ifscend- 
ing  stages  to  the  outer  wall  and  the  ground,  the  whole  stmct- 
ure  is  admirably  stabilized.     At  the  cast  end  a  salient  a2)se, 
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polygonal  on  the  exterior,  o[jens  into  the  eastern  half-dome. 
Right  and  left  of  the  central  dome  and  its  half-domes  are 
aisles,  groin -vaulted,  and  surmounted  by  galleries  which  are 
covered  with  domical  vaults.  At  present  four  minarets  of  an 
incongruous  Turkish  design  stand  free  at  the  four  comers  of 
the  building. 

Exterior.    Although  the  apex  of  the  dome  is  i8o  feet  above 
the  pavement,   the  external   appearance  of  the  building  is 


INTERIOR  LOOKING 


squal  (Fig.  Si),  The  nyzantinc  arcliitcct  of  the  first  golden 
age  fiillv  ap] ireciaU'd  llic  diOiciiUy  uf  properly  aljutting  a  lofty 
(Ionic,  and  seldom  sought  t(i  make  the  dome  a  striking  feature 
oxtemally.  Tlie  dome  <>(  Ha^:ia  Sopliia,  less  than  a  semicircle 
in  cross -seel  inn,  is  in  height  from  s]iriTiging  to  crown  but  47 
feet.  Tile  external  dTeel.  however,  is  none  the  less  fine, 
combiniiij,'  moniinieiit^dily  witJi  compactness  and  a  strong 
feeling  for  the  esthetic  value  uf  sturdy,  frankly  safe  con- 
stniclinii. 
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Interior,  The  interior,  on  the  other  hand,  gives  a  strong 
impression  of  height  (Fig.  82).  The  ring  of  small  openings 
piercing  the  base  of  the  dome  lightens  the  whole  structure, 
so  that  the  dome  appears  almost  miraculously  suspended  over 
the  great  central  void.  Moreover,  the  colimins  of  various 
proportions  in  ground  story  and  galleries  give  a  much-needed 
scale,  which  permits  the  eye  easily  to  grasp  the  monumental 
proportions  of  the  building. 

A  domed  basilica.  Although  Hagia  Sophia  is  roughly  square, 
it  is  not  properly  of  the  central  type,  but  is  planned  with  refer- 
ence to  a  longitudinal  axis,  and  therefore  fulfils  the  liturgical 
ideal  of  the  early  Christian  basilica.  It  may  be  regarded  as 
the  supreme  Byzantine  development  of  the  Anatolian  domed 
basilica. 

Decoration.  The  decoration  of  Hagia  Sophia,  true  to  the 
ideals  of  the  first  golden  age,  is  drab  on  the  exterior,  but 
brilliant^  on  the  interior.  The  exterior  is  now  painted  in 
horizontal  black  bands,  but  in  the  original  design  there  was  no 
attempt  at  enlivening  the  wall  surfaces  with  colors  or  even 
patterns  in  the  material  used.  The  interior,  on  the  other 
hand,  was  gorgeously  decorated  with  veneered  marbles  and 
glass  mosaic.  The  marble,  sawn  thin,  was  highly  polished 
and  skilfully  placed  so  that  reversed  patterns  from  the  vcining 
of  a  single  block  were  juxtaposed.  Above  the  ground  stor}- 
the  interior  was  crusted  with  gold-backed,  glass  mosaic,  now 
unfortunately  whitewashed  by  the  Turks.  The  cajiitals  and 
some  of  the  surfaces  were  decorated  with  crisp  car\''ing  in  flat 
relief,  suggesting  the  art  of  Syria.  Occasionally  the  interstices 
of  the  carving  were  filled  with  black  marble,  further  accenting 
the  already  sharp  impression  of  light  and  shade. 

The  Holy  Apostles,  Constantinople.  Although  Hagia  Sophia 
was  the  greatest  and  most  typical  building  of  the  first  golden 
age,  many  other  buildings  were  constructed  during  this  period, 
some  of  them  of  the  greatest  im])ortance  historically.  The 
most  significant  building  after  Hagia  Sophia  was  another 
work  of  Anthemius  and  Isidorus,  the  church  of  the  Holy 
Apostles  in  Constantinople  (Fi^s.  83  and  84),  destroyed  by  the 
Turks  to  make  way  for  the  mosque  of  Mohammed  H.  This 
building,  known  to  us  by  descrii)tions  and  a  manuscript 
illumination  (Fig.  83),  was  in  the  fonn  of  a  Greek  cross  obtained 
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by  the  intersection  of  two  basilican  naves,  vaulted  and  aisled 

(Fig.    84).      Over   the   crossing  was   a   dome   pierced  wilh 

windows,  and  o\-er  each  arm  another  dome,  probably  blind. 

The  type  tlius  siijj^rested  was  never  received  mth  much  favor 

in  tlie  first  ^'olden  age,  but  it  unquestionably  formed  the  basis 

for    numerous 

churches  which 

were    erected    in 

later  Byzantint* 

archi  lecture. 

Saint    Mark's  in 

Venice  is  but  a  de- 

\-clopment  of  the 

lost  church  of  the 

Holv  A|K)stles. 

liuilding  of  Jus- 
tinian's age  outside 
0/  Constantinople. 
The  important 
architecture  of 
Justinian's  time 
was  not.  however, 
confined  to  Con- 
stantinople or 
even  to  the  Enst. 
At  Parenzo  in 
Istria  Bishop  Eu- 
])hrasius  raised  an 
ii'ii  \MlTn''s'  ■■ihiw'iM  ^nl'-'  inti-ri'ih^'Tk  i'h'i'  iniixjrtant  church 
(FiiHoidi  im:  iiuLv  Ai'OMLKs  .\r  coNST.w-  in  the  beginning 
■"■^"'■1'  ■    (i>ii  "1)  of  the  sixth  cen- 

tur>-.  basilican  in 
ffirm,  !iut  nyK;inline  in  -^]nril  ami  decoraliim.  Italy  played  a 
slill  more  imiinrtant  nMc  in  iliis  iicnnil.  and  the  buildinp: 
M  Rmi'nna  sran-ilv  vjdd  in  hiviuiv  :ind  creative  genius  to 
tli.K,.  nf  Cmsi.-intinMi^k.. 

fUiiUin::.f  iit  l<,i:ci},uj.  Two  buililin^rs  in  Ravenna,  the 
churclies  ..f  SriiU'  A|.ollin:ire  in  Classe  and  Sant'  Apollinare 
Nunvo  iFii'.  (>,,),  are  of  basilican  plan  and  Byzantine  detail 
and  decnralion.     The  latter  was  commenced  under  Theodoric 
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(493-526),  but  was  decorated  by  Byzantine  workmen.  The 
former  was  consecrated  in  549.  By  far  the  most  imix)rtant 
Ravennate  church  of  the  period,  however,  was  San  Vitale 
(Figs.  79  and  80),  begun  between  526  and  534  and  finrshedin 
547,  a  building  showing  great  originality  and  destined  to  exer- 
cise strong  influence  on  subsequent  architecture.  It  is  in  the 
form  of  an  octagon  crowned  with  a  dome  on  a  drum,  carried 
by  eight  stout  pillars. 
These  pillars  are  bound 
one  to  another  by  an 
ingenious  system  of 
exedrae  similar  to  those 
of  Saints  Sergius  and 
Bacchus.  To  diminish 
the  thrust,  the  dome 
is  constructed  as  in  the 
tomb  of  Galla  Placidia, 
of  long  terra  cotta 
amphorae,  fitted  one 
into  another.  Each 
pier  is  bound  to  the 
external  wall  by  an 
arch,  and  each  salient 
angle  is  strengthened 
with  a  pier  buttress. 

Later  architecture  of  the  first  golden  age.  The  death  of 
Justinian  did  not  interrupt  the  architectural  activity  which 
his  reign  initiated.  The  art  continued  to  show  lx)th  vitality 
and  originality.  At  Constantinople  the  mosque  of  Kalender- 
hane-djami,  probably  once  the  Diaconessa,  built  by  the 
Emperor  Maurice,  dates  at  the  latest  from  the  seventh  century, 
and  shows  a  reversion  to  the  domed  basilican  type.  From  the 
same  period  comes  the  ancient  church  of  vSaint  Andrew — now 
the  mosque  of  Hodja-Moustapha-])asha — with  a  ^reat  central 
dome,  abutted  like  Hagia  Sophia's  by  half  domes. 

Development  in  Armenia.  Outside  of  Constantinople  the 
art  flourished  in  this  period,  and  esi>ccially  sliowed  ori<^nnality 
in  Armenia.  The  cathedral  of  Etschmiadzin  (Fi^^  79),  with 
its  Greek  cross  inscribed  in  a  square  and  tlic  four  anns 
terminated  by  salient  apses,  certainly  influenced  the  tenth 
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ct'iitury  churches  of  Mciiint  Athos,  and  appears  to  be  imitatitl 
in  the  niiilh  ccntur\-  French  church  of  GermiKny-lcs-Pres.  In 
ils  present  form  Etschmiadzin  (htt,es  from  the  seventh  ccnturj', 
Tlie  so\-C'nth  cenlurj-  architecture  of  Armenia  showed  so  much 
vitality  that  there  is  little  doubt  that  it  strongly  influenced 


Ciinst.nilinntile  it^-olf.  as  well  as  Ryzantinc  architecture  out- 

'I'lic  /i.'jnu. '.;.'/;,■  fi'iilnK-crsy.  Diffusion  of  the  By:.anlinc 
style  ill  I-'. II ro [<<.-.  In  7^6  llic  develnpniont  of  Byzantine  art 
was  iniirt.ikd,  ihnu^'li  nut  arre>led,  by  the  I>et^nninK  of  the 
Icuimelastic  contii>versy.     Tliiiu;;h    I.eo  the  Isaurian's  dccn.>e 
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was  directed  against  images,  all  the  arts  were  affected,  and 
architecture  in  Constantinople  went  through  a  period  of  semi- 
stagnation  which  was  not  relieved  until  Theodora's  restoration 
of  image  worship  in  842,  and  not  really  removed  until  the 
accession  of  the  Macedonian  dynasty  in  867.  Nothing  better 
illustrates  the  vitality  of  Byzantine  architecture  than  its 
diffusion  in  this  dark  period.  The  very  throttling  of  the  art 
at  home  tended  to  spread  it  abroad,  and  what  Constanti- 
nople lost  the  Occident  of  the  Carolingian  Renaissance  gained. 
From  the  very  beginning  of  the  ninth  century  dates  Charle- 
magne's fine  chapel  at  Aix-la-Chapelle  (Figs.  79,  80,  and  85),  a 
direct  imitation  of  San  Vitale.  Somewhat  later  Germigny- 
les-Pr^s  was  planned  on  lines  suggested,  as  we  have  seen,  by 
the  Armenian  architecture  of  the  seventh  century.  Byzantine 
architecture  was,  therefore,  not  arrested,  but  merel}'-  tempo- 
rarily ceased  to  center  in  Constantinople. 

The  second  golden  age.  With  the  accession  of  the  Mace- 
donian dynasty  Constantinople  resumed  her  sway,  and  there 
began  what  is  generally  known  as  the  second  golden  age  of 
Byzantine  art.  Prosperity  came  once  more  to  the  empire, 
power  to  the  ruling  house.  Fresh  Oriental  influence  vivified 
the  art,  and  architects  sought  inspiration  in  the  monimients  of 
the  past.  Inspiration  was,  however,  far  removed  from 
imitation.  The  architecture  of  the  second  golden  age  differs 
widely  from  that  of  the  first,  and  ably  demonstrates  the 
dynamic  power  of  the  art. 

Changes  in  plan.  In  the  second  golden  age  the  basilican 
plan  entirely  disappeared.  The  octagon  went  with  it,  and  the 
triconch  type  occurred  only  in  a  radically  modified  form. 
Even  the  domed  basilican  type  became  ver^'  rare,  although  the 
ninth  century  church  of  Saint  Theodosius  (now  the  Gul- 
djami)  at  Constantinople  shows  it. 

The  Greek  cross  plan  of  the  second  golden  age.  By  far  the 
favorite  plan  was  the  Greek  cross,  but  this  differed  essentially 
from  the  earlier  Greek  cross  as  seen  in  the  mausoleum  of  Gcilla 
Placidia  and  the  church  of  the  Holy  Apostles.  In  the  older 
form  the  arms  of  the  cross  appear  in  the  contours  of  the  plan, 
and  subordinate  domes  are  placed  on  each  ann  of  the  cross. 
In  the  latter,  the  re-entrant  angles  are  filled  on  i)lan,  the  ground 
story  plan  being  square  and  the  cross  appearing  only  in  the 
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upper  stories.  The  anus  uf  the  cross  are  covered  with  barrel 
vaults,  and  the  subordinate  domes  are  placed  in  the  angles 
between  the  arms.  The  plan  is  thus  a  Greek  cross  inscribed 
within  a  square,  with  a  central  dome  and  four  domes,  often 
hidden,  at  the  angles.  The  thrusts  of  the  subordinate  domes 
and  barrel  vaults  tend  to  neutralize  one  another,  and  all 
oppose  the  thrusts  of  the  central  dome.  Thus  the  whole 
system  is  so  lo<^ical  and  organic  that  one  is  reminded  of  the 
organic  systems  of  Romanesque  architecture.  The  germ  of 
the  t>q3ical  Greek  cross  building  of  the  second  golden  age  is  to 
be  found,  therefore,  not  in  the  classic  example  of  the  Greek 
cross  of  the  first  golden  age,  the  church  of  the  Holy  Apostles, 
but  in  the  domed  basiHca,  and  especially  in  such  a  building  as 
Saint  Irene  at  Constantinoj^lc  (Fig.  78). 

Changes  in  expression.  Along  with  this  change  in  plan  there 
came  a  change  in  architectural  expression.  The  vertical  line 
was  accented.  The  height  of  the  building  became  greater  in 
l)roportion  to  its  breadth.  Domes  were  constantly  raised  upon 
drums,  and  became  striking  features  externally.  The  logical 
spirit  of  the  construction  was  reflected  in  the  lines  of  the 
exterior.  Thus  a  curx'cd  vault  in  the  interior  was  represented 
on  the  exterior  not  by  a  gable,  but  by  a  curved  line.  As  the 
construction  lx.'Ct'une  more  daring  the  scale  decreased,  and  the 
buildings  of  the  second  golden  age  were,  in  general,  much 
smaller  than  those  of  the  first.  Finally,  the  whole  exterior 
was  regarded  as  suital>le  for  decoration,  polychromy  was 
api)lied  to  it,  and  the  texture  of  the  wall  received  especial  care. 
Bricks  of  various  shai)es  and  colors  were  used  and  ingenious 
])atterns  devised,  so  that  the  exterior  of  a  tw-elfth  century 
Byzantine  church  hears  but  slight  resemblance  to  that  of  one 
of  the  sixth. 

La  Xca.  La  Xca  (Fig.  79),  the  "new  church"  of  Basil  I. 
(d.  8S6),  was  to  the  second  golden  age  what  Ilagia  Sophia  was 
to  the  first.  Unfortunately  it  has  been  destroyed,  but  we 
know  its  i)lan  from  (leseri])tioiis  It  was  in  the  form  of  a 
Greek  cross,  with  a  central  dome  and  four  smaller  domes  set 
in  the  angles  between  the  amis  of  the  cross.  Unquestionably 
this  building  set  the  tyjic  for  the  majority  of  the  churches 
that  followed. 

Evolution  of  the  type.     The  evolution  of  the  t^^pe  can  be 
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traced  in  extant  monuments.  It  apijeurs  in  a  rudimentary 
form  in  a  church  at  Skripou  in  Bceotia,  dated  874,  which  lacks 
subordinate  domes,  and  is  heavy  in  construction,  but  which 
shows  the  Greek  cross  plan  with  barrel- vaulted  anna.  It  may 
be  seen  fully  devcloi>etl  in  the  Kilisse-djami   (formerly  the 
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Theotokos)  in  Constantinople  (Figs.  79  and  Sfi),  dating  from 
the  first  half  of  the  tenth  century.  Here  :ip|)ear  l.nih  barrel- 
vaulted  arms  and  an^ie  di)mcs.  The  exierinr  lines  are 
harmoniously  cur\-e<l,  and  the  surfatvs  linely  treated  in  alter- 
nate bands  of  brick  and  ashlar. 

Examples.  The  Greek  cmss  within  a  square  conlinued  the 
'  favorite  church  plan  thmuiilnnit  the  Maeedonian  and 
Comnenian  dynasties.  One  sees  it  in  the  smnll  ehureh  of 
Saint  Luke  at  Stiris  in  Phneis  (Fi);s.  84  and  S;).  il.ilin-  from 
the  second  half  of  the  cKveiUh  century,  ami  later,  in  the 
e(XK-h  of  the  Comnenes,  it  appears  finely  ikvelnpetl  in  the  triple 
church  of  the  Pantocrator,  built  abmn  1 1^4  in  (.'onslaiilincjiile 
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by  Irene,  empress  of  John  Comnenus.  Of  the  three  buildings 
which  form  this  work  two,  those  on  the  north  and  south,  are 
perfect  examples  of  the  classic  plan  of  the  second  golden  age. 
The  central  church  has  but  two  domes. 

Variations.  It  must  not  be  siipposcd.  however,  that  the 
favorite  t}-[>c  was  slavishh"  eo])ied  evcr^-ivhere  in  the  later 
period.     The  commonest  variation  was  the  omission  of  the 


four  siibnrdinate  domes,  and  some  of  the  most  beautiful 
Hyzantine  churches  .-ire  of  this  form.  The  finely  composed 
Nea  .Mniii  at  Naiijilia  \%  of  this  ly|H:',  as  well  as  the  better 
known  flun'ilies  <if  Saint  Theodore  and  the  Little  Metroix>lis 
(Fii;^;.  71)  ami  So)  at  Athens.  All  of  these  date  from  the 
IweHth  (vniury. 

The  s'liiiiuli  i^roiip.  Another  variation  in  the  churches  of 
this  period  iiii;.;hl.  lie  called  the  squinch  group.  In  these  the 
dome  \<.  broaiier  in  diameter  and  is  carried  on  a  sixteen-sided 
dmm.  and  the  proportions  are  squatter  than  in  the  other 
cimrclies  of  the  period.     To  this  ^'enrc  belong  the  monastery 


BYZANTINE  ARCHITECTURE  aor 

of  Saint  Luke  at  Stiris  (Fig.  87),  the  Nea  Moni  of  Chios,  and 
the  fine  church  at  Daphni,  near  Athens. 

Churches  al  Athos.  The  churches  of  Athosand  the  vicinity, 
with  their  semicircular  apses  terminatinj;  the  lateral  arms  of 
the  cross,  form  another  group.  One,  the  catliolicon  of  La\Ta, 
desen-es  s])ecia]  mention.     It  is  a  throe-aisled  building,  the 
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three-fold  division  being  indicated  on  the  exterior  i>y  arcades, 
and  it  thus  apjwars  to  ajmliine  the  types  uf  tlie  Greek  cross 
and  the  domed  ba.silicaii  clTOrches. 

Saint  Mark's,  Venice.  By  far  the  most  imiKirtant  examjilc 
of  a  variation  from  the  favorite  plan  of  the  second  golden  ago 
occurs  in  the  famous  church  of  Saint  Mark  in  Venice  (Fig. 
88),  begun  in  1063.  This  building  is  a  frank  reversion  to  the 
plan  of  Anthemius'  church  of  tlie  Holy  Apostles  at  Constanti- 
nople. The  plan  is  that  of  a  Greeic  cn)ss  define<l  on  Ihc  ground 
story,  with  a  dome  on  pendontivcs  in  the  center  .'ind  a 
smaller  dome  on  pendenti\'es  o^'er  each  ann  of  the  cross.     A 
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^'allcricd  narthex  eiiibract'S  three  sides  of  the  western  ami  of 
the  cross.  Tlie  j^rcat  piers  whit-h  carry  the  dome  are  pierced 
to  give  Kt^'itcr  spatx;  in  the  ground  stor\',  and  are  connected 
by  galleries,  the  width  of  the  jiiers,  carried  on  marble  columns. 
Li^ht  is  iidmilted  through  rings  of  o])enings  round  the  bases 


Fit;,    Hi)— VRNJtli.       SAINT    MAHK.    VIEW    FROM    THE    PtUZA 

of  the  diimes.  which  are  less  than  semicirailar.  On  the 
exterior  (l"ig.  So)  the  domes  are  maslzed  by  false  domes  of 
w<io<l,  !e;u1  covered,  which  fnnn  a  striking  feature  of  the  church 
;is  seen  fmni  the  Piazza.  Within  (Fig.  i)o).  the  decoration  is 
extremely  rich,  vt'iieereil  marbles  and  jireeious  mosaics  being 
used  as  iVeeh-  as  in  Ha;;i:L  Sophia  at  (.'ntistantinople.  The 
exterii'T.  with  its  ihi^tereil  marble  columns,  polychrome 
marble  \eneer,  luk!  Il:i-^hing  Tiiosuie,  is  as  lavishly  decorated  as 
llie  interior.  Tlie  biiilding  as  it  stands  is  by  no  means  homo- 
geneous. There  are  maiiy  Cuithic  iletails  in  the  fa9ade.  and 
some  lit  the  mosaics  date  fnim  the  Reiiaissfuice  and  even 
frcini  mocU-rn  limes. 

i'.yzaniinc   iiiiiiiaia-   in    AqiiiUiiiic.     Saint   Mark's,   or   its 
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.  „c  t!^'^'^  °^  Georgiii  and  Armenia. 

,^-ii(j('  ^•'"'''^'"'\  'date,  for  example  the  church   of 

yery  ^''^^  j^  ge;,_  probably  of  the  tenth  centur>-, 

""  tfte  D'       ^  j^^^^  ^^^  ^pj^,    ^^^    ^^j^glj.  ^j  j^^ 

tenth.      In    these 

buildings  the 
Greek  cross  form 
was  used  most 
freely,  though 
older  forms  such 
as  the  domed 
basilica  and  the 
three  shell  tyye 
survived.  In 
other  respects, 
however,  these 
buildings  showed 
striking  orifiinal- 
ily.  The  central 
dome,  raised  on  a 
lofty,  ashlar-built, 
many-sided  drum, 
became  almost  a 
tower.  On  the 
exterior  it  often 
ajipeared,  as  at 
Akthamar,  as  a 
sharj'ly  pointed 
cone.  The  apse 
1 11..  1)1  AKihtwuH  11,  \Ki:  vwi.  iMK  (111  Kill  ""'ftcn  ccascd  to  be 
-IIS  1  i(M\r  iHi:  - i-\-T.     (i.^stir)  salient,    and     be- 

came but  a  tri- 
aukiilar  cut  in  ihc  tliickiic'^s  of  the  wull.  Tlie  use  of  brick  at 
link's  tlisaii]H.arc(l  entirely,  ami  tliL'  huililin;,'s  were  constructed 
of  homo!,vneoiis  cut  stmic,  even  tlic  roof  liks  being  of  this 
malerial.  The  exuriors,  in  .1  maiiTier  hitherto  unknown  in 
Hyziialine  arehiUeluiv.  were  decorated  with  crisp  cut  relief, 
sui;i:;esuns;  the  earlier  art  of  Syria.  S<">  gR'at  was  the  origi- 
nality of  this  riC'>r'.,'irin  and  Annenian  architecture  that  of  late 
a  theory  has  been  advanced,  not  without  plausibility,  that 
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from  this  region  came  the  creative  genius  which  controlled 
all  the  Byzantine  architecture  of  the  second  golden  age. 

The  *' Byzantine  Renaissance.''  Byzantium's  brilliant  pros- 
perity under  the  Macedonian  and  Comnene  dynasties  and  the 
second  golden  age  came  to  an  end  in  1204,  when  the  disgraceful 
fourth  crusade  was  diverted  to  Constantinople  and  the  city 
sank  into  ruins.  Not  even  this  great  disaster,  however,  could 
utt-erly  crush  the  Byzantine  spirit  or  the  vitality  of  Byzantine 
art.  Culture  rose  again  on  the  ashes  of  the  city  and  in  the 
later  thirteenth,  the  fourteenth,  and  the  early  fifteenth  centu- 
ries came  the  period  known  as  the  ** Byzantine  Renaissance." 
Constantinople,  however,  was  weak.  Her  scientists  and  men 
of  letters  were  eminent,  but  she  lacked  money  for  architect- 
ural enterprises.  Thus  we  find  the  more  important  buildings 
of  the  last  Byzantine  period  outside  of  Constantinople,  in 
Greece^  in  the  Balkan  states,  in  Asia  Minor.  Divergences 
occur  in  these  buildings,  caused  by  local  taste  and  material, 
but  the  style  still  has  strong  unity.  Moreover,  the  art 
continued  to  develop  and  never  sank  to  mere  repetition  of 
earlier  works. 

Plans.  The  Greek  cross  plan  continued  to  be,  on  the  whole, 
the  favorite.  At  the  same  time  there  was  a  frequent  reversion 
to  the  old  domed  basilican  type.  Especially  at  Trebizond, 
in  such  churches  as  Hagia  Sophia  and  the  Chrysokephalos, 
the  western  arm  of  the  cross  was  lengthened,  aisles  were  added, 
and  the  longitudinal  axis  of  the  building  emphasized.  At 
Athos  a  development  suggesting  the  ancient  Syrian  three- 
shell  plan  occurred. 

Elevations.  In  elevation  the  churches  of  this  last  period 
showed  striking  changes.  The  vertical  line  was  unsparingly 
accented.  Frequently,  as  at  Alanassia  in  Serbia  (Figs.  79 
and  92),  the  ground  story  was  made  very  high,  and  sub- 
divided by  thin  vertical  engaged  columns  suggesting  narrow 
pilaster  strips.  The  drum  became  startlingly  elongated,  and 
the  dome,  for  safety's  sake,  made  smaller.  In  some  Serbian 
buildings,  for  example  Ravanitsa  (Fig.  80),  Manassia  (Fig.  92), 
and  the  church  of  the  Archangels  near  Uskub.  the  dome  is  abiiost 
invisible  and  the  drum  has  the  ajjpearance  of  a  slender  tower. 
In  other  cases  the  drum  is  lowered,  the  diameter  of  the  dome 
widened,  and  the  whole  surmovmtcd  with  a  cone.     The  massy 


2o6        A  HISTORY   OF  ARCHITECTURE 

appearance  of  this  form,  as  at  Ha^ia  Sophia  at  Trebizond, 
makes  it  still  a  striking — almost  donjon-like — feature  of  the 
exterior. 

Decoration.  Dceoration  as  well  underwent  a  change. 
Mosaic,  being  very  cnsily.  was  less  freely  used,  and  the  cheaper 
medium  of  fresco 
came  into  great 
vogue.  Some  of 
the  frescoes,  for 
example  those  at 
Mistra  (the  Perib- 
lei)tos).  bear  com- 
parison with  those 
of  contemjX)rar\' 
Italy.  On  the  ex- 
terior iroly  chrome 
marble  was  almost 
completely  aban- 
doned, to  give 
place  to  the  richest 
decoration  in  mul- 
ticolored and  jjat- 
tcmcd  brick  that 
the  style  e%'er  in- 
vented. At  times 
even  glazed  tiles 
were  intermingled 
with  the  brick, 
and  the  exterior 
of  such  a  church 
m;,  <j2— M.\s.v~-iA  (-.tminK  iimkhvi  mkiM  as  Saint  Basil's  at 
Arta  is  a  brilliant 
c\:im]ilc'  of  llic  bi'autiful  effects  which  the  later  Byzantine 
;irtisL  oiuld  get  by  the  refined  color  and  texture  of  his 
surfaces. 

Inspinition.  Of  l;iU-  yc;irs  si'vcrnl  theories  ha%'e  been 
;nl\-aiKxi1  to  exjil^iiti  ihc  in-iiiratinii  <if  this  extraordinary  last 
btif^l  <>\  acliviiy  in  liyxaiiiinc  lirl,  liy  far  the  most  plausible 
i>  ihat  wv-itcrn  I'Jirnpf  at  last  jiaid  n|T  a  jiart  of  its  heavy  debt, 
and   R'lunicd   to   ily^arnium   scimethiug  in  the  way  of   in- 
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bpiration.  The  prevalence  of  the  three-aisled  building  in 
Byzantium,  the  almost  Gothic  emphasis  on  the  vertical  line, 
the  resort  to  fresco  such  as  was  common  in  Italy,  all  support 
a  theory  suggested  by  the  close  political  and  cultural  tics 
which  bound  fourteenth  and  fifteenth  century  Constantinople 
to  western  Europe.  On  the  other  hand  it  is  as  reasonable  to 
suppose  that  the  creative  genius  and  vitality  which  Byzantine 
art  showed  in  its  first  two  great  periods  also  produced  the 
third,  and  remained  at  work  down  to  the  fateful  year  of  1453, 
when  the  weakened  city,  abandoned  by  Christian  Europe, 
surrendered  to  the  Turk. 

Secular  building.  The  early  palace.  Albeit  the  historical 
importance  of  Byzantine  architecture  lies  primarily  in  the 
ecclesiastical  buildings,  the  style  also  showed  great  originality 
and  activity  in  its  secular  works.  The  building  of  great  palaces 
accompanied  the  building  of  great  churches.  Constantine 
set  the  example  by  raising  a  magnificent  palace  in  the  new 
city,  of  which  now  there  is  no  trace,  but  which  must  have 
followed  the  general  lines  laid  down  by  Diocletian  at  Spalalo. 
We  know  the  appearance  of  an  early  Byzantine  palace  from 
the  mosaic  in  Sant'  Apollinarc  Nuovo  at  Ravenna,  representing 
the  palace  of  Theodoric,  now  destroyed.  This  mosaic 
shows  us  a  long,  arcaded  structure  comj)osed  of  a  central  porch 
with  a  gable  and  two  wings.  The  wings  are  two-storied, 
with  square  windows  in  the  second  story  arcade.  Apparently 
exigencies  of  space  suppressed  the  S>Tian  court,  and  the 
colonnade  opened  directly  on  the  street. 

Secular  building  in  Justinian's  time.  Shortly  afterward, 
the  reign  of  Justinian  produced  a  great  burst  of  secular  building 
in  Constantinople.  At  this  time  the  Senate  was  built,  all  in 
white  marble,  the  baths  of  Zeuxippus  were  splenchdly  decorated 
in  marble  polychrome,  the  baths  of  Arcadius  were  restored, 
and  aqueducts  were  raised  which  rivaled  those  of  the 
Roman  Campagna. 

The  cistern.  The  need  for  storing  water  produced  a  unique 
type  of  civil  building  in  Constantinople:  the  cistern.  The 
earliest  was  apparently  the  Ci sterna  Maxima,  constructed 
under  the  forum  in  407.  As  the  size  of  these  cisterns  increased 
they  became  really  important  monuments  of  architecture, 
daring  in  plan  and  delicate  in  detail.     The  cistern   called 
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Pulcheria,  built  in  421,  had  a  surface  of  over  1000  square 
metres  and  the  vault  was  carried  on  thirty  granite  columns. 
In  less  than  a  century,  however,  the  ambitions  of  the  architects 
produced  such  tremendous  works  as  the  cistern  of  Bin-bir- 
direk  (the  thousand  and  one  columns)  with  a  surface  of  over 
3500  square  metres.  The  idea  of  these  colossal  works  came 
from  Alexandria,  but  their  development  in  Constantinople  was 
absolutely  iniprecedentcd.  They  prove  the  engineering  genius 
of  the  Byzantines  to  have  been  no  whit  inferior  to  that  of  the 
Romans. 

Palaces  of  the  second  golden  age.  In  the  second  golden  age 
the  activity  in  secular  building  was  as  great  as  in  the  first. 
Basil  I.  ushered  in  the  age  by  building  a  new  palace,  the 
Cenourgion,  to  the  sj^lendor  of  which  many  writers  have 
testified.  To  this  he  added  many  buildings,  the  Pentacou- 
bouclon,  the  so-called  Pavilion  of  the  Eagle,  the  treasur\%  and 
others.  Later  Nicephorus  Phocas  raised  the  Boucoleon  on 
the  shore  of  the  Sea  of  Marmora.  Starting  with  a  small 
building  already  on  the  site,  this  Emi)eror  produced  a  palace 
£it  once  lavish  in  its  ai)pointments  and  donjon-like  in  its 
strength.  Each  generation  added  something  to  the  Sacred 
Palace  or  other  imperial  residences.  In  the  twelfth  century" 
the  Sacred  Palace  was  somewhat  neglected,  and  the  Comnenes 
built  the  Blachem^c,  a  palace  at  the  end  of  the  Golden  Horn. 
Enthusiastic  accounts  of  crusaders  attest  the  beauty  of  this 
building,  and  in  the  graceful  architectural  fragment  which 
the  Turks  call  the  Tekfour-Serai  we  probably  have  an  extant 
part  of  the  original.  This  niin  shows  a  refined  pattern  and 
vsurface  texture  in  brick  and  ashlar  similar  to  that  of  the 
churches  of  this  period. 

The  Sacred  Palace.  Much  has  been  written  about  the 
api)earance  of  the  Sacred  Palace  (Fig.  93),  yet  archeologists 
are  still  disputing  as  to  its  ])lan.  Indeed  the  term  *' Sacred 
Palace,"  indicating  as  it  docs  a  single  building,  is  confusing^. 
The  work  was  a  conglomeration  of  buildings,  lay  and  ecclesi- 
astical, heterogeneous  in  ])lan,  dimensions,  and  date,  covering 
a  total  area,  ronglily  triangular  in  shape,  of  over  400,000 
scjuare  yards.  One  side  was  bcmnded  by  the  Sea  of  Marmora, 
and  one  by  the  nip])odrome,  a  gigantic  structure  1400  feet 
in   length,    easily   cai)able   of  holding   80,000   persons.     The 
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third  side  faced  the  city,  but  was  protected  from  the  poorer 
quarters  by  terraces  and  gardens.  Within  were  churches, 
fora,  schools,  council  chambers,  gardens,  and  even  a  private 
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hippodrome.  The  general  cfTcct  must,  therefore,  ha\-e  been 
bewilderingly  complicated,  and  not  wholly  unlike  that  of  the 
Kremlin  to-day.  Both  to  the  complication  of  the  plan  and 
the  unbelievable  richness  of  the  decoration  iituncroua  descrip- 
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tions  of  visitors  testify.  The  complexity  of  the  plan  served 
to  exaggerate  the  tremendousness  of  the  site.  Recognizing 
this  the  emperors  were  wont  to  have  visiting  ambassadors 
led  through  hall  and  court,  where  luxury-  succeeded  luxury 
and  richness  suq^assed  richness,  until  they  finally  reached 
the  royal  presence  in  the  Chr^'sotriclinium,  an  octagonal 
domed  hall,  decorated,  if  accounts  of  eye-witnesses  can  be 
believed,  in  gold,  enamel,  and  precious  stones  beyond  the 
wildest  dreams  of  the  Thousand  and  One  Nights. 

Later  palace  building.  After  the  sack  of  the  city  in  1204 
the  Sacred  Palace  never  recovered  its  pristine  splendor. 
Palace  building  received  a  fatal  set-back.  At  the  same  time 
numerous  Prankish  chateaux  sprang  up  in  Byzantine  territory 
and  influenced  Byzantine  civil  architecture.  The  latest 
Byzantine  j^alaces  j)artake,  therefore,  more  of  the  fortification 
than  of  the  palace  pro])er. 

Fortifications.  It  must  not  be  supposed,  however,  that 
warlike  architecture  had  been  neglected  in  the  earlier  periods 
of  the  Byzantine  style.  The  willingness  of  the  Byzantine 
architect  to  supj)ress,  for  reasons  of  defense,  the  graceful  in 
favor  of  the  strong  is  well  i)roved  by  the  great  enceinte  of 
Constantin()])le,  much  of  which  dates  back  to  the  reign  of 
Theodosius  II.  (40S-450).  Africa  esi)ecially  retains  monu- 
ments of  early  Byzantine  military-  architecture  which  were, 
in  their  day,  absolutely  impregnal)le.  Of  such  a  type  are 
the  citadels  of  Lenisa  in  Tunisia,  and  of  Haidra  (Fig.  94).  In 
the  second  golden  age  the  still  extant  works  of  Manuel 
Comnenus  at  Constantinople  show  the  same  i)()wer  of  militar>^ 
design  at  home. 

The  ensemble.  In  the  period  of  Constantine  and  Justinian 
the  general  a])])carance  of  Constantin()])le  must  have  been, 
aside  from  to])ographical  variations,  not  unlike  that  of  Rome. 
The  Roman  constructive  sense  and  broad  grasp  of  the  essen- 
tials of  city  ])lanning  were  inherited  by  the  Byzantines.  In 
the  later  ])eri()(l.  however,  the  city  must  have  asstmied  ^n 
aijpearance  of  inchoate  comi)lexily.  Within  the  inclosure  of 
the  Sacred  Palacr,  Iniilding  after  building  Wcis  added,  until 
all  semblance  of  a  synthetic  \)\iu\  was  lost.  Without,  the 
same  lack  of  a  lo^^Mcal  scheme  prevailed  and,  except  for  differ- 
ences in  architectural  detail  and  material,  the  Constantinople 
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of  Basil  Il.must  have  looked  much  like  the  Startiboul  of  to-day. 
Streets  had  become  narrow  and  irregular,  houses  crowded, 
and  the  broad  planning  of  classical  antiquity  had  given  way 
to  the  apparently  thoushtless  and  illogical  grouping  of  houses 
characteristic  of  so  much  of  the  building  of  the  Middle  Ages. 

The  dwetiings  of  the  rich.     No  examples  of  the  less  palatial 
Byzantine  habitations  remain,  but  illuminated  manuscripts 


give  us  some  idea  of  the  appearance  of  the  houses  of  the 
wealthy.  They  were  apiiareiitly  not  unlike  those  still  to  lie 
found  in  the  "dead  cities"  of  Syria,  The  houses  were  of  two 
or  three  stories,  the  fa(^adcs  ornamented  with  porticoes. 
From  the  ninth  to  the  twelfth  century  open  loggias  decorated 
the  upper  stories  and  towers  or  lateral  pavilions  often  flanked 
the  main  building.  Balconies  projected  over  the  strc'et,  and 
the  roofs  were  sometimes  steep,  sometimes  tcrrrnvd.  itnd  some- 
times ornamented  with  small  dumes.  Windows  were  stiiiarc, 
with  small  squares  of  glass  set  in  grilles.  The  jirevailing 
materials  were  brick  and  marble.  The  facades  were  genenilly 
of  combined  brick  and  marble,  an<l  the  floors  of  one  or  the 
other  material.     The  outer  doors  were  of  iiail-stu<lded  iron; 
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the  inner  of  wood,  canned,  paneled  and  inset  with  plaques. 
The  better  dwellings  were,  therefore,  both  luxurious  an:l 
graceful. 

The  poorer  quarters.  If,  however,  the  public  buildings  and 
habitations  of  the  rich  were  splendid,  the  dwellings  of  the 
poor  were  of  the  meanest,  and  the  parts  of  the  city  used  by  the 
common  citizens  ill  built,  vilely  planned,  and  worse  kept.  If 
we  may  believe  contemporary  accounts,  such  as  that  of  Eudes 
de  Deuil,  who  visited  the  city  in  1 147,  in  the  common  quarters 
the  housetops  often  met  above  the  streets,  and  the  streets 
themselves  were  indescribably  filthy,  at  times  even  barred 
by  pools  of  mud  in  which  men  and  beasts  were  drowned. 
The  odors  were  noisome,  and  the  streets  unlighted  at  night, 
so  that  from  sundown  to  sunup  they  were  wholly  given  over  to 
thieves,  cutthroats,  and  yammering  scavenger  dogs  like  those 
which  infest  Constantinople  today.  If  the  reader  could,  by 
some  strained  flight  of  fancy,  imagine  a  combination  of  present 
day  Stamboul,  the  Cam])o  Marzo  region  in  Rome,  and  the 
Tatar  city  in  Pekin,  he  would  probably  have  a  not  inaccurate 
idea  of  the  ensemble  of  twelfth  centur\''  Constantinople. 

The  influence  of  Byzantine  architecture.  No  discussion  of  the 
Byzantine  style  would  be  complete  without  a  word  about  the 
powerful  influence  which  the  art  exerted  on  contemporaneous 
and  subsequent  arcliitecture.  At  times,  as  in  Aix-la-Chapelle 
(Figs.  79,  80  and  ^$)  and  Germigny-les-Pres,  as  in  Saint  Front 
de  Perigiicux  (Fig.  99)  and  many  of  the  churches  of  Norman 
Sicily,  this  influence  showed  itself  as  little  more  than  imita- 
tion. A  subtler  influence  is  recorded  in  the  acceptance  by  the 
West  of  the  unfonnulated  princi])les  winch  underlay  both  the 
fonns  of  detail  and  the  const  met  ive  scheme  of  the  Byzantine 
building.  The  Byzantine  architect,  rejecting  all  single  forms 
of  the  classic  ca])ital.  evolved  by  a  gradual  combination  of  all 
the  elements  of  tlie  classic  ca])ital  a  new  fonn  suited  to  new 
needs.  The  Gothic  capital  is  but  a  refinement  of  the 
Byzantine,  or  rather  a  further  development  along  the  lines  laid 
down  by  the  B\'zantine.  The  Romanesque  and  Gothic 
devclo])ment  of  the  wiult,  too,  was  made  i)ossible  by  the  flexible 
treatment  of  the  vault  inaugiuTited  by  the  Byzantines.  Even 
the  basic  Gotliic  ])rincii)le,  the  stabilizing  of  a  complex  vaulted 
system  ])y  means  of  an  equilibrium  of  opposing  thrusts,  finds 
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its  antecedent,  as  we  have  seen,  in  the  Byzantine  architecture 
of  the  second  golden  aj^e. 

Influence  on  later  styles.  Moreover,  Byzantine  influence  on 
other  styles  was  not  confined  to  the  contemporary  Middle 
Ages.  We  shall  see  that  Renaissance  and  modem  architecture 
are  largely  indebted  to  Byzantiimi.  In  the  Balkans,  in 
southern  Russia,  and  in  Greece,  where  the  style  was  native, 
the  recurrence  to  it  has  been  constant,  and  such  a  building  as 
the  New  Metropolis  at  Athens,  though  a  debased  imitation  of 
older  work,  has  the  merit  of  being  a  wholly  natural  reversion 
to  a  native  art.  Finally,  even  Saracenic  architecture  must 
acknowledge  a  great  debt  to  Byzantine. 

Significance  of  Byzantine  architecture.  The  importance  of 
Byzantine  architecture  is,  therefore,  threefold.  It  may  be 
regarded  as  an  important  link  between  the  Roman  and 
Romanesque  styles,  as  a  source  of  inspiration  in  contemporary 
and  subsequent  architecture,  and  finally  as  a  powerful  and 
self-sufficient  art  in  itself.  On  the  w^hole,  writers  have  tended 
to  emphasize  the  first  two  points  of  view  at  the  expense  of  the 
third.  The  result  has  been  a  stressing  of  the  architecture  of 
the  first  golden  age  before  the  development  of  the  great 
medieval  styles  of  western  Europe,  and  a  neglect  of  the  equally 
important  Byzantine  architecture  which  postdates  the  Icono- 
clastic controversy.  The  dynamic  quality  of  the  art  has 
largely  been  overlooked,  and  the  style  invested  with  a  false 
conservatism  which  recent  writers  on  Byzantine  architecture 
are  only  beginning  to  dis])el.  It  is  well,  therefore,  especially 
in  a  general  history''  of  architecture,  to  emphasize  the  fact  that 
the  Byzantine  style  was  not  only  an  architecture  of  transition, 
but  especially  an  independent,  self-sufficient  art  which  showed 
ever  new  vitality  from  the  age  of  the  first  Constantine  in  the 
fourth  century  to  that  of  the  last  in  the  fifteenth,  and,  in  a 
sense,  shows  it  even  to-day. 

CHRONOLOGICAL   LIST   OF   MONUMENTS 

Early  Period,  to  the  Accession  of  Justinian  in  §2y 

Constantinople,  Palace  of  Constantine. — 3^3-3.^7. 
Constantinople,  Senate. — 323  3^7. 
Constantinople,  Cistema  Maxima.  —407. 
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Constantinople,  Cistema  Pulcheria.— -421. 

Constantinople,  Walls  of  Theodosius. — First  half  of  fifth  century. 

Constantinople,  Eski-djouma. — First  half  of  fifth  century. 

Constantinople,  Stoudion  basilica. — 463. 

Ravenna,  Sant'  ApoUinare  in  Classe. — Begun  before  526. 

Ravenna,  Palace  of  Thcodoric. — Begun  before  526. 

First  Golden  Age^  Inaugurated  by  Justinian,  527-726 

Constantinople,  Bin-bir-dirck  cistern. — 528. 

Ravenna,  San  Vitale. — 526  or  534-547. 

Salonica,  Hagia  Sophia. — C.  530. 

Constantinople,  Saint  Irene. — 532. 

Constantinople,  Hagia  Sophia — 532-562. 

Cathedral  of  Parenzo  (Dalmatia). — 540. 

Constantinople,  Holy  Apostles. — 536-546. 

Ravenna,  Sant*  ApoUinare  Nuovo. — 549. 

Constantinople,  Saints   Sergius   and  Bacclius. — First   half  of  sixth 

century. 
Constantinople,  Baths  of  Zeuxippus. — First  half  of  sixth  century. 
Lemsa  (Africa),  Fortifications. — Sixth  century. 
Haidra  (Africa),  Fortifications. — Sixth  century. 
Saint  Gregory,  near  Etschmiadzin  (Armenia). — 640-666. 
Constantinople,  Kalender-hane-djami  (the  Diaconessa  of  Emperor 

Maurice?). — Seventh  century. 
Constantinople,     Hodja  -  moustiipha  -  pasha     (Saint     Andrew's). — 

Seventh  century. 
Cathedral   of   Etschmiadzin   (Armenia).  —  Begun  in  fifth,  restored 

in  seventh  century. 

Age  of  Iconodasm,  726-842 

Aix-la-Chapellc,  Charlcm.igne's  Chapel. — 796-804. 
Gennij^ny-los-Pn's  (France). — Ninth  century. 

Second  Golden  Age,  Inaugurated  by  Basil  /.,  867-1204 

Constantinople,  **La  Xca"  (Basil  I.). — Before  886. 
Constantinople,  Cenourgion  (Basil  I.). — Before  886. 
Constantinople,  Pentacouhouclon   (Basil   I.). — Before  886. 
Constantinople,    Gul-djami    (Saint     Theodosius). — Second   half    of 

ninth  ccntur\'. 
Skripou  (B(jL'Otia). — S74. 
Constantiiioi)le,   Boucolcon    (Xiccphortis    Pliocas,  Emperor). — 963- 

<)()(). 
AktJKiniar,  Lake  Van  (Armenia). — Tenth  century. 
Piizounda  (Annenia). — Tenth  century.? 
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Lavra,  Catholicon. — ^End  of  tenth  or  beginning  of  eleventh  century. 
Stiris  (Phocis),  Great  Church  of  Saint  Luke. — Beginning  of  eleventh 

century. 
Chios,  Nea  Moni. — Mid-eleventh  century. 
Venice,  Saint  Mark's. — Begun  1063. 
Stiris  (Phocis),  Theotokos  (Small  Church  of  Saint  Luke).— Second 

half  of  eleventh  century. 
Constantinople,  Kilisse-djami. — Second  half  of  eleventh  century. 
Daphni. — End  of  eleventh  century. 
Perigueux  (France),  Saint  Front. — 11 20. 
Constantinople ,  Pantocrator . — 1 124. 
Nauplia,  Nea  Moni. — 1144. 
Athens,  Saint  Theodore. — Mid-twelfth  century. 
Athens,  Little  Metropolis. — Mid-twelfth  century. 
Con.stantinople,  Palace  of  the  Blachemae  (Manuel  Comnenus). — 

Soon  after  11 43. 
Constantinople,  Walls  of  Manuel  Comnenus. — Soon  after  1143. 

Byzanline  Renaissance ,  mid-thirteenth  century — 7^5 j 

.\rta,  Saint  Basil. — Thirteenth  century. 

Trebizond,  Hagia  Sophia. — Thirteenth  century. 

Trebizond,  Chrysokephalos. — Thirteenth  century. 

Ravanitsa  (Serbia). — 138 1. 

Uskub  (Serbia),  Church  of  the  Archangels. — Fourteenth  centiuy. 

Mistra,  Peribleptos. — End  of  the  fourteenth  century. 

Manassia  (Serbia). — 1407. 


BIBLIOGRAPHICAL  NOTE 

A.  Michel's  Histoire  de  Tart,  1905,  vol.  i,  pt.  i,  contains  a  brilliant 
summary  of  the  history  of  Byzantine  art,  by  Gabriel  Millet.  C. 
Texier  and  R.  P.  Pullan's  Byzantine  Architecture ^  1864,  is  a  monu- 
mental work,  now  out  of  date,  with  excellent  text  and  superb  litho- 
graphic plates  of  a  wide  range  of  Byzantine  monuments  and  details. 
A.  Choisy^s  Vart  de  hdtir  chez  les  Byzantins,  1883,  is  an  old  but  au- 
thoritative work,  well  illustrated  and  especially  important  for  Byzan- 
tine construction.  J.  Stryzgowski's  Kleinasieii,  1903,  and  Byzanti- 
nische  DenkmiUer  are  important  recent  publications  of  research, 
already  noted,  emphasizing  the  Ea^stem  origin  of  Byzantine  art. 
C.  Diehl's  Manuel  d^art  byzantitu  iQio,  an  authoritative,  scholarly, 
up-to-date  handbook,  embodies  the  results  of  ancient  and  modern 
research  in  the  Byzantine  field.  T.  G.  Jackson's  Byzantine  and 
Romanesque   Architecture,    1913,    is   an   up-to-date,    scholariy,   and 
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readable  work,  liberally  illustrated.  Charles  Bayet's  Vart  byzantin, 
1884,  is  a  handbook  of  Byzantine  art,  of  great  range  and  catholicity, 
though  out  of  date.  G.  T.  Rivoira's  Le  origini  del  la  architettura  lorn- 
bar  da,  1901-07,  already  noted,  is  even  more  important  for  Byzantine 
than  for  early  Christian  art.  A.  Venturi's  Storia  delV  arte  italiana. 
vol.  2,  1902,  is  a  scholarly  and  well-illustrated  volume  on  Italian 
art  from  the  sixth  to  the  eleventh  centuries,  publishing  much  original 
material  and  important  for  Byzantine  architecture  in  Italy.  F. 
de  Vemeihrs  ^architecture  hyzaniine  en  France,  185 1,  though  out 
of  date,  discusses  in  an  able  way  the  churches  of  Byzantine 
character  in  central  France.  W.  Salzenberg's  Altchristliche  Bau- 
denkmdler  von  Konstantinopel  vom  5.  his  12.  Jahrhundert,  1854,  is 
an  out-of-date  but  authoritative  and  interesting  work.  A.  van 
Millingen's  Byzantine  Churches  in  Constantinople,  191 2,  is  a  scholarly, 
readable,  and  well -illustrated  volume  on  the  churches  of  Constan- 
tinople; the  same  author's  Byzantine  Constantinople,  1899,  is  an 
interesting  work  on  the  Byzantine  monuments  of  the  city  of  Con- 
stantinople. L.  de  Beylie's  U habitation  byzantine,  1902,  with  a 
Supplement  in  1003,  is  a  monumental  and  superbly  illustrated  work 
on  the  Byzantine  dwelling.  W.  R.  I^thaby  and  H.  Swainson's 
Sancta  Sophia,  1894,  an  exhaustive  monograph  on  the  most  important 
monument  of  the  earlier  Byzantine  period,  is  here  mentioned  on  ac- 
count of  the  light  it  throws  on  Byzantine  architecture  as  a  whole. 
J.  Elxjrsolt's  Le  grand  palais  de  Constantinople,  loio,  a  modem  and 
ingenious  monograi)h  on  the  Sacred  Palace  at  Constantinople,  is 
important  for  an  attempted  historical  arrangement  of  the  many 
buildings  in  the  inclosure.  It  is  the  last,  but  perhaps  not  the  final, 
word  on  the  subject.  E.  A.  Grosvenor's  Constantinople,  1900,  is 
a  popular  and  read:ible  book  on  the  city,  with  fine  reproductions  and 
interesting  accounts  of  the  monuments.  Ci.  Barker's  The  Walls  of 
Constantinople,  igio,  is  an  interesting  history  and  description,  well 
illustrated,  of  the  defenses  of  the  city.  J.  B.  Bury's  A  History  of 
the  Eastern  Ronuni  Empire,  i()i2,  a  history  of  the  empire,  will  l)e 
useful  for  lliose  who  need  to  acciuire  the  proper  historical  back- 
ground for  a  study  of  Byzantine  art. 


CHAPTER  VIII 
ROMANESQUE  ARCHITECTURE 

Definition,  A  discussion  of  Romanesque  architecture 
inevitably  begins  with  a  definition  of  the  term  Romanesque. 
The  name,  though  an  accepted  one,  and  apt  when  understood, 
is  nevertheless  confusing  to  the  beginner.  Comprehension 
comes  most  quickly  when  we  compare  Romanesque  architect- 
ure to  the  Romance  languages.  After  the  break-up  of  the 
Roman  Empire  there  ensued  a  period  of  cultural  confusion. 
From  this  confusion  homogeneous  nationalities  slowly  emerged. 
Based  on  Latin  civilization,  quickened  by  northern  energy, 
modified  and  differentiated  one  from  another  by  conditions 
of  race  and  geography,  nations  arose.  These  nations  possessed 
each  a  speech  also  based  upon  Latin  yet  differing  from  the 
speech  of  other  nations  similarly  based.  Thus  the  Romance 
languages,  reminiscent  of  Rome,  yet  individual  and  national 
in  character,  came  into  being.  Precisely  the  same  phenomena 
appear  in  architecture,  based  upon  Roman  as  a  point  of 
departiu'e,  but  differing  from  it,  each  school  being  individual 
and  expressive  of  the  peculiar  genius  of  the  race  which  pro- 
duced it,  yet  all  bound  by  a  common  root  and  thus  included 
in  a  common  classification:   Romanesque, 

Date.  This  much  understood,  new  difficulties  begin.  From 
the  break-up  of  Roman  ci\nlization  in  the  fifth  century  to  the 
clearly  defined  rise  of  the  nations  about  looo  there  occurred 
a  formative  period  in  which  chaos  was  more  frequent  than 
order,  yet  in  this  period  language  was  spoken  and  written, 
buildings  erected.  At  times,  as  during  the  reign  of  Charle- 
magne (the  Carolingian  Renaissance),  civilization  in  this 
period  was  even  brilliant.  Should  one  call  the  s])eech  of  this 
period  Romance;    its  architecture  Romanesque?       In  very 
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general  classifications  all  west-European  architecture,  outside 
of  mere  Byzantine  imitation,  roughly  from  500  to  1 150,  is  called 
Romanesque.  The  field  may  then  be  subdivided,  the  period 
of  later  development  from  1000  to  11 50  placed  by  itself,  and 
the  earlier  architecture  classified  as  Carolingian,  Carolingian 
and  Ottonian,  or  even  pre-Romanesque.  Once  the  distinction 
is  comprehended  the  danger  disappears. 

Relation  of  Roviancsque  to  Gothic.  The  comprehension  and 
appreciation  of  Romanesque  architecture  has  been  more 
hindered,  albeit  innocentl\^  bv  writers  on  Gothic  architecture 
than  by  anything  else.  One  of  the  most  brilliant,  Quicherat, 
summed  up  the  style  in  the  clever  yet  misleading  definition 
that  has  ai)peared  in  every  subsequent  book  on  the  subject. 
/  According  to  the  French  archeologist,  Romanesque  is  an 
architecture  that,  retaining  elements  of  Roman,  has  ceased  to 
be  Roman,  and  anticif)ating  elements  of  Gothic,  is  not  yet 
Gothic.  Every  phrase  of  this  definition  is  true,  yet  its  total 
is  pernicious,  as  it  overlooks  the  self-sufficiency  of  the  Roman- 
esque style  and  relegates  it  to  the  position  of  a  mere  architect- 
ure of  transition.  Nothing  more  clearly  shows  its  weakness 
than  its  over-emj)hasis  of  organic  Romanesque  styles,  such  as 
Lombard,  which  led  up  to  Gothic,  and  its  utter  inapplicability 
to  some  of  the  most  monumental,  if  inorganic,  styles  such  as 
the  Tuscan. 

Organic  and  inorganic  architecture.  The  distinction  between 
what  is  called  an  organic  and  an  inorganic  style  of  architecture 
may  well  be  made  here.  An  organic  architecture  is  a  vaulted 
one,  the  vaults  sup[)ortcd  by  ribs,  buttresses,  and  piers,  and 
the  latter  delil)erately  arranged  wUh  sole  reference  to  the  needs 
of  supi)orting  the  vault  and  oj)posing  its  thrusts.  Such  an 
architectural  svstem,  so  often  coni])ared  to  the  bony  structure 
of  a  living  organistn,  deserves  the  adjective  organic.  An 
architectural  system  may,  however, be  more  or  less  convincingly 
organic.  The  omission  of  one  or  more  structural  ribs  in  a 
vault,  the  maladjustment  of  one  or  more  supports  to  the 
thnists  which  they  are  designed  to  meet,  may  mar  the  organic 
feeling  of  the  system  but  not  destroy  it.  On  the  other  hand 
a  very  s])lcndi(l  Imilding  may  l)e  com])letely  inorganic,  like  the 
cathedral  of  Pisa,  which  is  centered  with  a  timber  roof  carried 
on  a  simple  wall.     Romanesque  architecture  must,  therefore. 
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be  studied  for  itself  alone  and  not  as  a  result  of  what  has  gone 
before  or  as  an  excuse  for  what  is  coming  after. 

National  feeling.  This  point  must  be  insisted  upon  the  more 
strongly,  since  so  much  of  the  charm  of  the  study  of 
Romanesque  comes  from  the  variety  of  the  style.  The  causes 
of  these  variations  were,  of  course,  historical  and  geographical. 
In  the  early  period,  so  often  called  pre-Romanesque,  from  500 
to  1000,  European  architecture  showed  considerable  homo- 
geneity, but  naturally  with  the  growth  of  separate  nations 
came  a  growth  of  national  styles;  and  within  the  nations, 
often  sharply  divided  into  districts  which  were  themselves 
regna  in  regno,  there  grew  up  local  styles  of  great  individuality 
and  charm.  Thus  Romanesque  is,  outside  of  France  where 
organic  Gothic  developed,  perhaps  the  most  distinctly  national 
of  each  countrv's  architectural  stvles. 

Ecclesiastical  interest.  The  study  of  Romanesque  is  much 
simplified  by  one  fact.  In  no  other  style,  not  even  Gothic,  is 
the  interest  so  confined  to  ecclesiastical  architecture.  So  true 
is  this  that  in  a  brief  discussion  of  medieval  architecture, 
secular  architecture  is  most  profitably  studied  in  its  Gothic 
asp)ects,  leaving  the  student  free  in  the  Romanesque  period  to 
concentrate  on  the  vastly  more  important  church  and  monastic 
buildings. 

Corporate  quality.  The  style  was  not  only  a  natural  and 
religious  expression,  it  was  an  expression  of  the  common  ideals 
of  the  whole  people.  In  other  words  it  was  distinctly 
corporate.  A  tnagtsier  operarius  directed  the  works,  but  great 
freedom  was  allowed  his  swanns  of  assisting  craftsmen.  The 
result  was  variation  and  inequality  of  workmanship,  but  for 
that  very  reason  a  freshness  lamentably  lacking  in  many  an 
otherwise  imi>eccable  modem  work. 

Architectural  refinement.  This  freshness,  which  seems  to 
invest  Romanesque,  and  indeed  all  medieval  buildings,  may 
come  partly  as  well  from  the  ass\Tnmetrical  quality  of  the  work. 
Whether  or  not  the  variations  in  plan,  in  the  heights  of  columns 
and  of  arches  and  the  like,  which  may  be  obser\x^d  in  i^racti- 
cally  all  medieval  buildings,  is  the  result  of  inaccurate  measure- 
ments, settling  of  members,  or  deliberate  design  after  the 
manner  of  Greek  architectural  refinements,  the  result  is  a 
living  quality,  a  sense  of  movement  and  i)icturesqueness  that 
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banishes  all  monotony  and  keei)S  the  building  vitally 
interesting  when  more  painstaking  and  elaborate  works  seem 
dry  as  dust. 

General  characteristics.  Though  the  plans  of  Romanesque 
churches  are  widely  diverse  (Fig.  99),  all  are  a  development  of 
the  arrangement  w^ith  s])ecial  reference  to  liturgical  needs 
embodied  in  the  Christian-Roman  basilica.  In  general, 
buildings  of  the  central  type  were  confined  to  baptistries 
and  tombs,  and  when  churches  of  this  type  occur,  they 
represent  Byzantine  influence.  The  round  arch,  as  o])posed 
to  the  Gothic  pointed  arch,  is  a  general  characteristic 
of  Romanesque,  though  many  exruTii)les  of  pointed  arches 
occur  in  the  stvle. 

Classification.  Although  many  classifications  of  Roman- 
esque have  been  offered,  the  main  di\'isions  of  the  movement 
at  the  period  of  its  great  development  in  the  eleventh  and 
twelfth  centuries  are  fairly  clear.  Italy  had  a  style  of  her  own, 
subdivided  roughly  into  the  northern,  central,  and  southern. 
Germany,  too,  had  an  individual  style,  on  the  whole  semi- 
organic  in  the  Rhine  Valley  and  inorganic  elsewhere.  France 
offers  the  most  complicated  i)r()blem  of  classification,  with  no 
less  than  six  main  subdivisions  in  her  Romanesque  art.  In  the 
south  we  find  a  distinct  Provencal  style,  highly  classic  in 
feeling.  Farther  north  we  find  the  Auvergnat,  most  precocious 
of  the  French  schools,  which  mav  be  classified  with  that  of 
Languedoc,  the  artistic  center  of  the  latter  being  at  Toulouse. 
In  Aquitaine  another  school  grew  uj),  showing  marked  Byzan- 
tine affiliations,  although  some  modern  writers  have  urged  an 
autochthonous  growth  for  the  Acjuitanian  churches.  Still 
another  subdivision  may  be  made  of  Burgundy,  with  its 
emphasis  on  monastic  architecture.  In  the  north  two  highly 
organic  styles  (levelo])ed,  tlie  most  i)recocious  being  the 
Nonnan,  the  most  finished  that  of  the  district  around  Paris 
called  the  He  de  France.  England  afforded  a  very  homo- 
geneous type  of  Romanesque,  wliich  may  be  regarded  as 
an  offshoot  of  Nonnan,  and  Si)ain  had  an  individual  style 
largely  imj^orted  from  Languedoc,  though  influenced,  esjxj- 
ciallv  in  the   south,  bv  Eastern    architecture. 

Carolingian  architecture.  A  closer  examination  of  the  style 
in  its  various  manifestations  must  begin  of  course  with  the 


ROMANESQUE  ARCHITECTURE         221 

art  which  we  have  called  Carolingian  or  pre-Romanesque,  or 
which  might  perhaps  better  be  called  by  a  more  neutral  and 
less  descriptive  term — the  art  of  the  dark  ages.  This  art, 
though  occasionally  it  takes  on  something  of  a  national  aspect, 
as  in  the  Saxon  architecture  of  England,  was  European  rather 
than  national.  Moreover,  some  of  the  most  important 
monuments  of  the  style,  like  Charlemagne's  chapel  at  Aix-la- 
Chapelle  (Figs.  79  and  85)  or  the  church  of  Germigny-les-Pres, 
we  may  pass  over  lightly,  since  they  only  emphasize  how 
closely  at  times  Byzantine  architecture  was  co])ied. 

New  developments.  There  was,  on  the  other  hand,  much 
building  in  the  period  which  strikes  a  new  note.  The  basilican 
plan  was  not  merely  used,  it  was  developed.  Apses  were  often 
added  at  the  west  end,  free-standing  towers  or  turrets  were 
included,  and  often  the  bcma  was  exaggerated  to  produce 
the  T  form  of  plan  so  common  in  German  architecture  of  the 
Carolingian  epoch  (Salvatorskapelle,  Frankfort).  With  the 
accumulation  of  relics,  the  need  for  more  altar  space  led  to  a 
multiplication  of  chapels,  in  the  form  of  absidioles.  Sometimes 
these  radiated  from  the  rounded  east  end  of  the  church  (Saint 
Martin,  Tours),  sometimes  they  were  given  a  place  in  the 
T-shaped  bema.  With  the  elaboration  of  the  liturgy, 
ceremonial  demanded  an  ambulator}-  for  processions  round  the 
apsidal  end,  and  this  imi)ortant  member  was  included.  The 
diaconicon  and  prothesis  of  the  early  Christian  basilica  soon 
became  the  sacristy  and  vestr}^  of  the  later  works. 

Saint  Gall.  By  far  the  most  illuminating  example  of 
Carolingian  architecture  is  the  ninth  century  monastery  of 
Saint  Gall  (Switzerland)  known  to  us  by  a  manuscript  plan 
(Fig.  95).  This  drawing  shows  the  main  characteristics  of 
the  projected  monastic  church  and  the  subordinate  buildings 
about  it.  The  church  itself  is  of  the  modified  basilican  plan, 
with  three  aisles,  an  eastern  and  a  western  apse,  two  flanking 
western  towers,  an  exaggerated  bema,  ambulator}^  about  the 
eastern  apse,  and  flanking  vestr\^  and  secretary's  room.  The 
complicated  plan  of  Saint  Gall  is  useful,  too,  in  emi)hasizing 
the  importance  of  the  monaster}'  and,  indeed,  the  strength  of 
the  monastic  system  in  this  period.  The  church  is  but  the 
most  prominent  building  among  a  host  of  others.  About  it 
are  packed  separate  structures,  shops,  baths,  kitchens,  stables, 
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hospitals,  scrx'aiits'  and  f,Tiests'  quarters,  vegetable  and  flower 
gardens,  in  fact  t-verj-thing  which  could  contribute  to  make 
the  monaster^'  a  self -sufficient,  self-sustaining  community. 


Exisliiit:  vinniitiiciils.  \Vc  arc  imt.  hn\ve\-er.  confined  to 
I'Uins  for  our  kinnvk'd.!;o  of  the  arch i lecture  of  the  dark  ages. 
Manv    exlmit    monuments,    tJiont;h    usually   damaged    and 
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marred  by  alteration,  remain  to  show  us  what  the  original 

work  was  hke.     In  France  at  Beauvais  the  so-called  Basse- 

ceuvre  is  one  of  the  best  known  examples  of  the  architecture 

of  the  dark  ages,  though  the  building  is  so  severe  in  design, 

with  its  plain  walls  and  timber  roof,  that  it  aids  little  in  the 

study  of  Carolingian  buildings.     Perhaps  the  most  highly 

de\-eloped  type  of  Carolingian 

church  is  that  of  Montier-en- 

Der  (Upper  Mame).  where  a 

large  proportion  of  the  tenth 

century  building  is  preserved 

for  the  student.      Among  the 

many  German  exami)les  of  this 

art    perhaps    the    one    most 

worth  emphasizing   is  Lorscli 

(Rhine   Valley,   near   Worms, 

Fig.  96).     Here  the  facade  of 

the  basiHcan  gate  is  presen-ed 

in  its  ori^nal  form. 

Carolingian  decoration. 
These  fragments  show  us  other 
innovations  and  contributions 
made  to  architecture  by  this 
style,  the  most  striking  lacing 
the  triangular  decoration,  an 
easily  recognized  characteristic 
of  the  architecture  all  o\-er 
Europe.   Windows  were  framed 

in  triangles,  gable-like  trian-  t'l"-'-  96— lorsch.  one  bay  of 
gular  decoration  applied  in  re-  ^'"^  d*^"-'*^'^"  ""■^te 

Uef  to  the  walls,  and  the  walls 

themselves  composed  of  lozcnj^cs.  sometimes  \-ari-hued,  with 
the  emphasis  on  triangular  form.  The  important  billet  mold 
appeared  for  the  first  time,  and  the  window  design  of  two 
lights,  separated  by  a  column  and  embraced  by  an  arch,  is 
reiterated  and  handed  on  to  Ruin.-un-sque  and  Gothic.  This 
form  may  well  have  originated  in  the  campanih  of  Carolingian 
Italy. 

Pre-Romanesqtie  architecture  of  England.     On  account  of 
geographical  conditions,  the  pre -Romanesque  architecture  of 


224        A   HISTORY  OP  ARCHITECTURE 

England  shows  an  individualistic  tendency.     Such  monuments 
as  Earl's  Barton  (Fij;.  97)  arc  not  to  be  confused  with  con- 
temporarj-  continental  monumeTits.  though  they  were  founded 
on  Roman  traditions,  modified  by  barbarian  ideas.     Towere 
were  frequent,  the  angles  re-enforced  by  the  \-erj'  characteristic 
Saxon  long- and- short  work, 
of  stone  slabs  embedded  al- 
ternately   horizontally   ami 
vertically.     Walls  were  also 
decorated  with  strongly 
salient  strips  of  stone,  some 
jilaccdvertically  and  running 
from  the  ground  to  the  sum- 
mit, some  banded  horizon- 
tally  round    the    building. 
OpeninRs  were  divided  by 
clum.sy  wall   shafts,    almost 
harrel-shajjed  and  strongly 
sii ingesting    wooden    forms. 
The    masonry  handling   in 
the  Saxon  buildings  was  ex- 
tremely rude,  but  the  style 
was  sturdy  and  might  well 
have  ileveloped  into  one  of 
great  beauty  had  its  evolu- 
1 1.-,.  .)7— Karl's  DARTON.    thetowth    tion  not   been   arrested  by 
the  Norman  conquest. 
Prc-Roiuamsqiic  architecture  of  Sjniiii.      Geography  affected 
the  (."arnlingian  architecture  of  Spain  as  well.     The  iwninsula, 
like  llie  island  of  Sicily,  was  ahvays  a  battle-ground  between 
races  antl   civilizations,   and  a  bri<l);o  over  which  Oriental 
inlhRTK-e  entered  ]-hiro])e.     The  Si>,'inish  architecture  of  the 
dark  ages,    like  tliat  of  the  nortli,  developed  the  basilican 
jilan,    but   showed    decidedly   indi\idiiali;;tic    tendencies   in 
aiTanganent  of  detail  and  especially  in  decoration.     Barbaric 
elements  came  with  the  Visigoiliic  ocaipation,  and  to  them 
were  sotm  added  a  decided   Orient;il  inlluence,    especially  in 
deeriratinn.     Sas^^ani.'in  ideas  crossed  the  straits  of  Gibraltar 
as  e,i-Jlv  as  Tarik  hJiiis,.]f.        As  a  result  we  find  horseshoe 
arclies.  nute<l  scallop  shells,  and  ..tlicr  .letails  which  gi\-e  the 
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architecture  a  semi-exotic  character.  Extant  moniunents  are 
abundant.  Among  the  most  interesting  may  be  named  the 
church  of  Santullano  (Oviedo),  San  Miguel  de  Linio  (near 
Oviedo),  and  Santa  Maria  de  Naranco  (Fig.  98),  near  San 
Miguel. 

Architectural  activity  about   1000   A,D.     Although   undue 
importance  has  been  given  to  the  effect  on  building  of  the  safe 
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FIG.   98 — SANTA   MARIA   DE    NARANCO.      PLAN 


passage  of  the  year  1000,  when  so  many  people,  relying  on  a 
passage  in  the  Apocalypse,  believed  the  end  of  the  world  was 
at  hand,  the  date  is,  in  round  numbers,  a  good  one  for  the 
beginning  of  Romanesque  architecture  proper.  Building 
received  an  extraordinary  impetus  about  that  time.  The  fact 
may  be  accounted  for  in  many  ways,  but  chiefly  by  the  growth 
of  the  individual  nations  and  the  economic  prosperity  which 
their  comparatively  orderly  governments  insured. 

Priority.  In  this  later  Romanesque,  Italy,  Germany,  and 
France  each  claims  priority  for  its  own  style,  and  the  contro- 
versy is  complicated  by  the  fact  that  almost  all  the  monuments 
have  suffered  from  repair,  restoration,  addition,  and  alteration 
more  or  less  complete.  The  majority  cannot  be  dated  by 
documents  and  the  minority  which  can  may  have  suffered 
from  a  subsequent,  undated  alteration.  In  general  Brutail's 
rule  is  excellent:  a  documented  building  cannot  be  earlier 
than  the  date  of  its  document,  but  may  be,  and  generally  is, 
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later.  The  critic  must  proceed  with  extreme  caution,  checking 
documentary  against  internal  evidence,  and  vice  versa, 
avoiding  as  far  as  possible  the  mistakes  which  come  from  pre- 
conceived ideas,  and  above  all  steeling  himself  against  the 
appeals  of  a  patriotic  bias. 

Lofnbard  Romanesque.  On  weighing  the  evidence,  the 
oldest  theory  seems  not  only  the  most  convenient  but  the 
most  plausible,  and  we  may  assume  the  priority  of  Lombard 
Romanesque  and  begin  our  discussion  with  that  style.  This 
gives  the  credit  of  creative  genius  to  Italy,  but  insists  upon  the 
necessity  of  Germanic  (Lombard)  blood  to  v^uicken  this  genius. 
Opponents  of  the  theon^  call  attention  to  the  fact  that  Lombard 
architecture  as  designed  in  the  eleventh  century  is  highly 
organic,  that  the  style  soon  lost  this  organic  quality,  that  the 
movement  died  prematurely,  and  that  Italian  architecture  has 
always  been  distinguished  from  northern  by  its  fondness  for 
inorganic  forms,  but  all  these  phenomena  may  be  explained 
by  the  weakening  of  the  Lombard  stock  and  the  commercial 
decline  of  Lombardy  coincident  with  the  struggle  between 
the  cm])ire  and  the  papacy. 

Characteristics.  The  ribbed  vault.  What  then  were  the  main 
characteristics  of  this  architecture?  Since  it  was  organic  it 
was,  of  course,  vaulted,  the  favorite  form  being  the  domical 
groin  vault.  This  form  we  have  seen  developed  in  Byzantine 
architecture,  as  in  the  vaults  over  the  aisles  of  Hagia  Sophia, 
from  the  hea\y  concrete  vaults  of  the  Romans.  To  the  simple 
groin  vault  the  Lombard  architecture  added  strongly  salient 
ribs,  reinforcing  the  groin  angles  and  binding  the  vault  sides. 
They  thus  created  a  set  of  six  ribs  in  all:  two  longitudinal  or 
wall  ribs;  two  transverse  which  crossed  the  nave  at  right 
angles  to  the  long  axis  of  the  building;  and  two  diagonal  or 
groin  ribs,  which  met  in  the  center  of  the  vault  and  divided 
it  into  four  cells.  The  adwintage  of  these  ribs  can  hardly  be 
exaggerated.  They  could  be  built  separately  and  act  as 
centering  fc^r  the  constniction  of  the  web.  They  were  inde- 
pendent of  the  latter,  which  rested  largely  upon  them,  and 
thus  the  web  could  l)e  thinned  and  the  vault  shell  made  much 
lighter.  They  concentrated  the  vault  thrusts  at,  or  near,  the 
sf)ringing  of  the  ribs,  where  the  architects  contrived  to  meet 
them  with  salient  j)ier  buttresses,  and  they  divided  the  whole 
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vault  of  a  building  into  separate  compartments  or  bays,  so 
that  a  crack  or  fault  in  one  bay  was  not  liable  to  spread  to 
another. 

Compoufid  supports.  Such  a  modified  vault  demanded  a 
modified  support.  An  aggregate  of  ribs  of  different  sizes, 
springing  in  different  directions,  could  be  gathered  only 
clumsily  on  a  round  column  or  a  square  pier.  A  compound 
pier  was  needed  and  produced.  In  Sant*  Ambrogio  at  Milan 
(Fig.  loi),  for  example,  we  find  a  pier  compounded  with  an 
engaged  pilaster  on  the  nave  side  to  l:)ear  the  transverse  rib, 
flanked  by  two  engaged  shafts  to  cawy  the  diagonal  ribs.  On 
the  northern  and  southern  faces  an  engaged  pilaster  carries 
the  longitudinal  rib,  and  against  it  an  engaged  column  bears 
the  arches  of  the  ground  stor}'-  archivolt.  On  the  aisle  side 
an  engaged  i)ilaster  and  shaft  carry  respectively  the  transverse 
and  diagonal  ribs  of  the  aisle  vaults.  The  capitals  of  these 
shafts  face  in  the  direction  in  which  the  ribs  spring,  hence  the 
capitals  of  the  shiifts  which  carry  the  diagonals  are  set  obliquely 
to  the  main  axis  of  the  building.  In  short,  logic  appears  in 
ever>^  member,  and  structural  logic,  a  term  we  shall  often  be 
forced  to  use,  is  emphasized. 

The  alternate  system.  The  same  structural  logic  inspired 
another  characteristic  of  Lombard  architecture,  destined  to 
have  far-reaching  influence  on  later  styles:  the  alternate 
system.  On  plan  the  naves  were  roughly  twice  the  width  of 
the  aisles.  It  occurred  logically  to  the  architects  that  by 
having  two  bays  in  the  aisles  to  balance  one  in  the  nave  they 
could  make  their  vaults  square  (vSant'  Ambrogio,  Fig.  99). 
This  necessitated,  however,  an  intennediate  pier  to  carry  the 
ribs  of  the  aisle  vaults  where  their  springing  did  not  meet 
those  of  the  nave  vaults.  ()l)vi(msly  this  intermediate  pier 
did  not  need  the  c()m])licated  fonn  or  the  robustness  of  the  main 
piers,  hence  smaller  and  simpler  piers  alternated  between 
larger  and  more  complicated  ones,  and  the  alternate  system 
of  vaults  and  ])iers  was  created.  This  system  was  used  with 
great  success  in  Romanesque  and  Gothic  architecture  when  two 
bays  of  the  aisle  balanced  one  bay  of  the  nave. 

The  pilaster  strip.  A  new  structural  system  required  new 
members,  therefore  the  pilaster  strip,  whether  against  a  pier 
to  receive  a  member  of  the  vaulting  system,  or  appealing  on 
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the  exterior  as  a  buttress,  r^.■cei^■cd  unprecedented  develop- 
ment. 

Decoration.    Aside  from  the  fundamentally  oi^anic  qualit\'  of 
the  Lombard  building,  which  is  its  m(ist  important  character- 
istic, the  style  de\'elo]M'd  a  very  original  dccorati\'e  scheme. 
Corbels  were  used  unsijaringly.     Arched  corbel  tables  were 
run  under  the  eaves  and  following  the  rake  of  the  pitched  gable 
roofs.     Decoration  was  attained  by  means  of  arcades,  some- 
times open,  but  more  often  blind. 
Doors  were  enriched  wi  th  pordies, 
covered  with  gables  supported  by 
columns,  which  were  themselves 
carried  on  the  backs  of  sculpt- 
ured    lions.     Sculjiture,     some- 
limes  of  a  very  rude  sort,  some- 
times with  Byzantine  refinement, 
played  a  not  unimi>ortant  part, 
but   it  was  cliiefly  confined  to 
portals,  lintels,  capitals,  and  the 
like.     On  the  exterior  color  was 
j;enerally  eschewed.    For  decora- 
tive effect  Oil   tlie  exterior  the 
Ijuilders  relied  on  architectural 
dL'lail,  car\-ing,  and  differentia- 
lion  of  textures  in  the  arrange- 
imnt    of   fairly   monochromatic 
c  iiiuriuiiiby.M.i.niiiijngLCu.  TnalLTial,      Mosalc    and    marble 

, .,  \ i'iult  were  excluded  from  the 

iiH-ii;oi.  iiH  vwim;  \)t  onk  iiU'-riors,  but  these  wereenli\'ent'd 
inv  shdmjm;  v.Mi.i  Kills  Asu  Willi  ] )riinting.  HOW  almost  wh<illy 
^1 1'l'iiKr^.     imuokl;  goiii-,  wliieh  must,  in  the  original, 

h.i\r  bn  n  garish.  Further  enliveiinifnl  of  the  interior  was 
ohiajiK'il  by  riih  churdi  furniture,  sometimes  of  carved 
marble,  or  l):ii.kcii  with  ivor;-,  sometimes  of  esquisitely 
moileled  stuci-o.  am!  at  times  even  incrusted  with  silver, 
gi.l.i.  andenam.l. 

S'lii/'  .\iiil'r,'i:u>  at  Milait.  Turning  to  the  monuments 
wlii.h  exhibit  the  slyle,  we  lind  the  l>est  known  and  mos.t 
jierket  iNaniiile  in  .Miiun  in  ihc  ehurch  of  Sanf  Ambropo 
(Fig-;,  u',.  loo,  10.,  loj,  and    .o,;).     This  l-uilding  has  of  late 
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years  figured  largely  in  archeological  dispute.  It,  and  the 
neighboring  and  equally  tji^ical  San  Miehele  of  Pavia,  were 
long  considered  to  date  from  the  mid-eleventh  century, 
but  modem  archeology  tends  to  date  the  vaults  of   Sant' 
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jVmbrogio  from  the  second  quarter  of  the  txvelftli.  They 
would  thus  be  :intedatu<I  by  Roinanesciue  monuments  of 
Normandy.  The  point  is  not  as  important  as  at  first  apjiears, 
for  the  form  of  the  vaults  would  have  been  determined  by  the 
time  the  first  tier  of  stones  in  the  piers  \v;ls  j)!aced.  The  piers 
themselves  reveal  this.  Moreover,  such  finished  monuments 
could  not  spring  spontaneously  into  being,  but  would  imply 
a  long  development  of  exjierimental  building  before  them, 
and  modem  research  has  revealed  a  nuniberof  examples  of 
ribbed  vaults  of  the  eleventh  century  in  Lomlianly.  some 
of  them  even  constructed  in  the  second  ([uarlcr  of  the 
century. 
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Plan  and  clcvalion.  In  plan  (FiK-  99)  Sant'  Ambrogio  is 
basilican,  with  tlirce  tjroin  vaulted  bays  in  the  nave,  a  crossing 
witli  an  octaj,'onal  lantern,  and  a  short  choir  of  half  a  bay. 
Tivo  bays  in  the  aisles  ojrresponil  to  one  in  the  navo.  The 
eastern  termination  has  a  jn^at  semicircular  apse,  flanked  by 
two  sTTialler  apses  of  the  same  shaiic,  on  the  axis  of  the  aislts. 


This  I'c.nn.  typically  C':ircilin^'i;!ii,  surdy  bclonps  to  the  ninth 
century  l.miMinj;.  Tht-re  is  no  ck'reslor\',  the  space  being 
t>ccui )if< I  by  a  ]arj,'c  trifnrium  jjalkw.  the  vaults  of  which 
receive  ihc  llinists  {if  the  nave  vaulls  and  transmit  them  to 
the  salient  i>ier  buttresses  attached  to  the  walls.  The  nave 
vaults  (Fi^.  roo),  ver\'  domical,  have  a  full  complement  of 
traiisviTse  l"n-iludinai  and  di;ij,'nnal  ril>s.  The  aisle  vaults 
are  .Linnned  willmut  ilia^'onal  ribs.  The  facade  shows  an  open 
nartlu'\.  will)  an  ojien  j^'alliTv  alinve  it.  The  first  stor>'  is 
divided  from  the  second  by  a  h(>rix'>nl[Ll  string-course,  with  an 
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arched  corbel  table,  and  a  similar  cnr!>el  table  follows  the 
rake  of  the  sable.  Pilaster  strips  to  the  first  story,  and 
engaticd  shafts  to  the  roof,  divide  the  fa9ade  vertically  into 
five  sections.  The  octaK*^naI  lantern  is  decorated  with  two 
oixin  }ialleries,  and  attached  to  the  church  is  a  square  campanile 
reinforced  at  the  angles  by  jiilaster  strips,  divided  horizontally 
by  string-courses  with  corbel  tables,  and  \-ertically  by  engajied 
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columns.     The  church  has  an  atrium  with  vaulted  iHjrtieo 
which  prevents  a  distant  view  of  the  fa9;tde. 

Architecture  outside  of  Milan,  The  farther  rcmo\'ed  it  was 
from  Milan  the  less  organic  Lombard  architecture  tended  to 
become.  San  Miehclc  of  Pavia,  to  be  sure,  exhibits  an 
organic  feeling  fully  the  equal  of  Sant'  Ambrogio.  Perhaps 
the  most  original  church  after  these  two  was  Sant'  Almndio  at 
Como,  which  affords  one  ()f  the  m'lst  ]»leasin}^  and  monumental 
designs  of  the  style.  This  building  has  a  fivefold  vertical 
division  of  the  facade,  corresponding  to  the  fiA-e  aisles  of  the 
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interior,  a  well-proportioned  clerestor>^  and  fine  twin  campanili 
symmetrically  arranged.     It  is,  however,  unvaulted. 

The  Maestri  Comacini.  One  might  expect  montimental 
architecture  at  Como  and,  indeed,  throughout  Lombardy,  on 
account  of  the  Maestri  Comacini,  a  famous  band  of  workmen 
first  mentioned  by  the  Lombard  King  Rotari  (636-652),  the 
name  of  which  suggests  an  origin  on  a  little  island,  **Isola 
Comacina, "  in  Lake  Como.  The  importance  of  this  myste- 
rious band  has  probably  been  exaggerated,  but  there  seems 
little  doubt  that  it  was  largely  influential  both  in  the  creation 
and  in  the  spreading  abroad  of  the  Lombard  style. 

Reversion  to  ifwrganic  type.  Throughout  northern  Italy 
the  Lombard  style  held  sway,  stretching  west  into  Piedmont 
and  east  into  Emilia  and  the  Veneto.  In  later  monuments, 
however,  as  well  as  in  those  distant  from  Milan,  there  was  a 
reversion  to  an  inorganic  type.  At  the  same  time  the  works 
tended  to  become  more  monumental,  more  showy.  Parma 
cathedral  (11 17),  with  its  lofty  if  inept  vaults  bound  with 
tie-rods,  its  broad  fayade,  its  soaring  campanile,  has,  at  least, 
a  superficial  im]}ressiveness  that  is  denied  the  more  organic 
but  less  obtrusive  Sant'  Ambrogio.  Similarly  Modena  (conse- 
crated 1 184),  on  account  of  well-proportioned  fagade  and 
profuse  sculi)ture,  is  more  monumental  in  effect  than  the 
Milanese  building. 

San  ZenOy  Verona,  Perhaps  the  most  pleasing  and  the 
least  organic  of  all  Lombard  Romanesque  buildings  is  San 
Zeno  at  Verona  (consecrated  1138,  Fig.  104).  This  church 
has  probably  the  most  satisfactory  proportions  of  any  building 
of  its  class.  Its  i)()rtal  is  ennobled  by  a  gabled  porch  of  the 
type  po|)ular  in  this  style,  and  quite  probably  invented  in 
Verona.  The  exterior  is  further  enhanced  by  a  free-standing 
campanile,  decorated  with  vcrticiil  pilaster  strips  and  hori- 
zontal strips  of  alternating  red  and  white  marble.  The 
interior  with  its  great  height  and  raised  crypt  is  impressive, 
but  the  inorganic  quality  of  the  building  is  revealed  by  its 
timber  roof,  trussed  after  the  manner  of  the  frame  of  a  ship, 
and  still  retaining  faint  traces  of  its  original  painted 
decorations. 

Tuscan  Romajicsqiic.  Fartlicr  south  we  next  come  to  the 
architecture  of  central  Italy  which,  for  convenience,  we  may 
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call  Tuscan.  Ihoufjh  it  overstepped  the  limits  of  what  is  now 
the  Tuscan  ])rovince.  The  student  will  at  once  be  struck  with 
the  inorganic  quality  of  the  style.  The  plans  are  chiefiy 
basilicaii,  and  the  architects  strongly  preferred  the  timber  roof 
to  a  v;iulte<I  structure.  At  the  same  time  the  buildings  were 
often  extrcmch'  monumental  in  size  and  striking  in  decoration. 
In  lieu  of  ort^mic  originality  the  Tuscan  Romanesque  offered 
a  gorgeousness  in  striking  contrast  ta  the  comparatively  drab 
a]Jpearance  of  the  art  of  the  north. 

Decoralioii,  general  cliaracler.  This  effect  was  obtained 
princijially  by  means  of  polished  marble  panels,  and  a  pro- 
fu.sion  of  arcades,  blind  and  open,  apjilied  to  the  exterior.  The 
exterior  of  such  a  building  as  the  cathedral  of  Pisa  is  covered 


with  arcailcs.  and  llic  niLilcrial  used  is  colored  marble  applied 
in  iiancls,  squares,  lozenges,  anil  all  manner  of  pure  design, 
.so  brilliant  in  o.lr.r  a^^  literally  to  he  dazzling  (Fig.  105). 
InlcriiTs  \wn-  gctu-rally  b.-t-ilicaii,  the  walls  enlivened  with 
hiirizimlal  ■^Irips  of  li^'lil  ;trn]  dark.  Domes  over  the  cTos.sing 
wiTc  cnnini'>n,  Uul  nave  vaults  rare.  At  times  one  feels  a 
i\Tt;iin  anuninl  nf  Lombard  inJluenee  in  central  Italy,  as  at 
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Toscanella  and  Montcfiascone,   but  in  general  the  style  k 
very  individual. 

The  group  at  Pisa.  The  cathedral.  The  best  point  of 
departure  for  a  study  of  Tuscan  Romanesque  monuments  is, 
of  course,  the  cathedral  group  at  Pisa  (Figs.  100,  105,  106,  and 


107),  where  the  cathedral,  the  leaning  tower  and  hajitistry 
offer  the  most  res|)lendent  exampk-s  of  the  style.  The 
cathedral  is  five  aisled  basilican  (Figs.  100  ami  106).  Its 
exterior  arcades  var\'  slightly  in  height  and  syiaeing,  Inoking 
almost  as  though  they  were  drawn  and  constructed  froe-hjind. 
The  building  is  wooden -roofed.  Init  over  the  crfissiiig  is  an 
egg-shaped  dome  curiously  small  for  so  large  [i  n;i\e.  The 
wide  transepts  afford  a  striking  fcaLurc.  Tlie  elTect  of  the 
exterior  (Fig.  105)  is  one  of  rieh  color  ami  interesting  design. 
The  interior  (Fig.  107),  however,  i^  deeorate<i  with  the  typical 
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bands  of  li<(ht  and  dark  marble,  the  contrasts  being  so  strong 
as  to  shock  the  eye  rather  than  i)leavSe  it. 

The  Leaning  Tower.  The  same  decorative  system,  open 
arcades  with  colored  marble  veneer,  is  applied  in  concentric 
rinji^s  to  the  campanile  (Fig.  105).  Though  there  is  still  dispute 
as  to  whether  the  lean  of  this  famous  monument  is  caused  bv 
settling  of  the  foundation  or  was  included  in  the  original  de- 
sign, the  latter  exj^lanation  seems  the  better  attested,  and  there 
is  little  doubt  that  the  builders  chose  to  make  one  of  Italy's 
most  beautiful  towers  into  architecture's  most  famous  freak. 

The  Baptistry.  The  baptistry  is  not  so  important  for  our 
study  as  the  other  two  monuments  of  the  group,  since  it 
belongs  j)artly  to  the  Gothic  period.  The  peculiar  shaf)e  of 
the  roof  is  caused  by  a  unique  system  of  doming,  the  buildinj:^ 
being  first  covered  with  a  cone  of  masonr>',  exerting  slight 
thrust,  and  then  the  superficial  eflfect  of  a  dome  attained  by 
springing  a  segment  of  an  annular  vault  over  the  aisle,  from 
the  cornice,  or  ujiper  string-course,  to  a  point  about  two-thirds 
the  way  up  the  masonry  cone. 

Buildings  at  Florence.  Florence  affords  a  local  variation 
of  the  st\'le,  the  best  example  being  the  church  of  San  Miniato 
al  Monte.  This  building  follows  the  general  scheme  of  decora- 
tion of  the  style,  with  a  variant  in  the  emphiisis  on  the  square 
in  pure  design.  It  also  emphasizes  another  element  noticeable 
in  Tuscan  Romanesque:  the  imitation  of  classical  form. 
Some  of  the  columns  and  i)ilasters  follow  the  Corinthian  order 
so  closely  that  they  look  almost  like  pilfered  fragments  of 
ancient  structures,  and  we  can  understand  why  the  term 
"proto-Renaissance"  has  been  ai)plied  to  the  age  which  pro- 
duced such  works.  In  another  Florentine  building,  in  the 
same  style,  the  l)a])tistr\'  of  San  Giovanni,  this  classic  feeling 
is  still  stronger,  and  has  led  some  authorities  even  to  consider 
the  reconstruction  of  about  1200  less  important  than  is  gener- 
ally su])i)ose(l,  and  to  argue  that  the  present  structure  dates 
back  to  the  late  classical  ])eriod.  The  ingenious  doming  of 
the  building,  with  its  double  shell  and  stiffening  barrel  vaults 
between  the  ri])s,  influenced  Bnmelleschi  in  his  design  for 
the  dome  of  the  cathedral  of  Florence. 

South  Italian  Romanesque.  Finally,  in  the  third  subdivision 
of  Italian  Romanesque,  that  of  southern  Italy  and  Sicily,  or 
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of  the  Two  Sicilies,  as  the  region  is  generally  called,  geof^aphy 
plays  an  important  part.  Since  the  beginning  of  Medi- 
terranean history  this  region  has  been  fought  over  by  con- 
flicting races.  Here  barbarian,  Greek,  Phoenician,  Roman, 
Goth,  Byzantine,  Italian,  Moslem,  and  Norman  battled, 
prevailed,  succumbed,  and  disappeared.     The  result  was  a 
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lawless  and  confused  society,  and  an  art  that  combined 
Oriental  and  Occidental  ideas.  Although  a  hybrid,  it  actually 
succeeded  in  blending  harmoniously  the  ideals  of  a  half- 
dozen  races,  and  we  may  find  in  a  single  building  Lombard 
corbel  tables,  Norman  interlacing  arches,  classic  capitals, 
Byzantine  mosaics,  and  Saracenic  domes.  If  one's  idea  of 
Italian  Romanesque  is  confused,  it  is  a  correct  one. 

The  style  in  Sicily.  In  general  tlie  admixture  of  styles  shows 
more  clearly  in  Sicily  than  in  southern  Italy.  At  Cefalu 
(Fig.  108),  for  example,  we  find  the  Norman  flanking  towers 
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embracinj;  tlic  f;t:;a<:k%  the  Norman  interlacing  arches,  and  the 
Moslem  (.lome.  One  need  not,  however,  leave  Palermo,  and 
its  sulwirb,  Monreale,  to  study  Sicilian  Romanesque  in  its 
most  t\^Mcal  fiinn.  The  cathedral,  to  be  sure,  is  almost 
wholly  spoiled  by  baroque  alteration,  liut  in  the  Cappella 
Palatina  in  the  royal  palace  south  Italian  Romanesque  appears 
in  its  most  harmonious  blend.     The  plan  of  this  chapel  is 
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basilicitn,  its  pavement  is  of  marble  inlay,  and  its  walls  are 
covered  with  precious  Byzantine  mosaics.  The  modified 
Corinthian  columns  whicli  divide  the  nave  from  the  aisles 
are  low.  (he  areliivoHs  which  lliey  stipiiort  arc  lofty  with 
pointed  arelu-s.  here  sureiv  of  Saracenic  orij^in.  The  interior, 
C'ini|)l.telv  incnwled  with  marble  and  mosaic,  gives  an 
imj)res<ion  of  iiti-^jiririnj:  richness. 

M,'i!r,\ih:      Probablv  the  finest  example  of  the  style,  how- 
ever, is   the   eathe<lr:il   of   M<.nreale  (Fifjs.  99,  ioq,  and  110), 
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some  five  miles  from  Palermo,  founded  in  1176.  This  church 
is  of  Latin  cross  plan  and  wooden  roofed.  The  pavement  is 
marble,  the  dadoes  arc  marble  veneered,  and  the  upper  walls  are 
incrusted  with  mosaic.  The  arches  of  the  main  archivolts 
are  much  stilted  aiul  pointed.     The  exterior  shows  Norman 
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fagade  towers  and  interlacing,  Saracenic  decoration  and 
construction.  Adjoining  the  church  is  a  cloister,  with  a  ixirtico 
carried  on  a  series  of  paired  columns  richly  car\'ed  in  shaft 
and  capital,  and  adorned  with  glass  and  marble  mosaic. 
Such  cloisters  form  specially  channing  features  in  many  south 
Italian  Romanesque  churches,  though  the\'  arc  to  be  found 
elsewhere  in  Romanesque  work. 
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Gemuin  Romanesque.  The  Romanesque  of  Germany  is. 
on  the  whole,  much  more  homogeneous  than  Italian,  and  the 
most  distinctly  national  of  the  country's  styles.  The  Roman- 
esque style  there  was  exceedingly  prolific,  and  lingered  longer 


than  in  any  other  country.  Iln  unity  and  strcnffth  may  lie 
ex])Iaincd  by  the  unity  imd  jjalilical  power  of  Germany 
l}Cfi;inninp;  in  qk)  with  the  reij^i  nf  Hcnr\'  the  Fowler  and 
lasting  through  the  period  oi  the  Ottos  and  the  later  Henrys. 


In  sludyin;;  it  we  must  seek  to  distinguish  the  Germanic 
t-lenK-nts  from  tliose  which  represent  imjxirtation  from  out- 
side.    The  foniier  c;ime  from   ;i  development  of  the  native 
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Carolingian  style ;  the  latter  appear  in  the  increasing  tendency 
to  use  an  organic  Lombard  structural  system,  and  in  a  certain 
amount  of  Byzantine  imitation.  The  last  was  not  nearly  so 
common  in  the  later  Romanesque  as  in  the  CarolinRian  epoch, 
thou^'h  certain  buildinjjs,  especially  those  at  Cologne,  with 


their  apse-like  transepts  recalling  the  triconch  churches  of 
Syria  and  Eg\'pt,  seem  surely  to  represent  Oriental  influences. 
General  characteristics.  The  most  strikinj;  and  typically 
German  characteristic  of  the  style  is  its  complexity  and 
jjicturesqueness,  acquired  by  a  multiplication  of  architectural 
members.  Ajises  were  jjlaced  at  the  we^it  as  well  as  the  east. 
Lanterns  not  only  covered  the  crossinj;,  l»ut  were  placed  at 
the  west  end  of  the  Imilding.  Towers,  and  especially  turrets, 
at  both  ends  were  common.  These  elements,  ;is  \vc  ha\'e  seen, 
are  of  Carolingian  derivation.  Even  the  churches  which  seem 
to  reflect  most  clearly  Oriental  influence  develo])  the  complexi- 
ties of  Carolingian  prol()t\-j)es,  which  were  themselves 
influenced  by  the  East,     Thus  the  Holy  Apostles  at  Cologne 
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is  but  a  development  of  Saint  Mary  of  the  Capitol  (Fig,  1 1 1), 
and  combines  Germanic  complexity  with  the  main  dispositions 
of  an  Oriental  plan.  The  earliest  German  Romanesque 
buildings  are  generally  basilican 
and  tended  to  retain  the  timber 
roof;  the  later  are  partially  or 
even  «)mpletely  organic.  Gen- 
erally, however,  the  organism 
of  a  church  is  marred  by  the 
omi.'^sion  of  one  or  more  struct- 
ural mem!>ers.  This  organic 
quality,  appearing  late  as  it 
does,  may  be  explained  as  an 
imitation  of  Lombard  work. 
In  general  the  more  organic  as 
well  as  the  more  monumental 
churches  are  to  be  found  in  the 
valley  of  the  Rhine. 

hasiliian  churches.     Turning' 
first  to  the  basilican  churche;; 
we  find  than  all  alike  in  this 
i™— I — 1 — I — i — : — fnir.        lai'k  of  organic  feeling,  but  dif- 
fering widely  in  the  disposition 
FIG.  114— riBruwK.    i>HAwrNi.  "r    „t"  detail.     Thus  the  Collegiate 
i>sE  [iv\,  siMUMM.THK  >^-iKM      (;i]u]-ch    of    Paulinzclle    (Figs. 
112    and    II,',)  shows   a   bhnd 
trifnrium   and  a  unifdrm  system  of  massive  columns  divid- 
ing the  nave  from  the  aisk's.     The  Colletjiate  of  Gemrodc 
has  a  trifnrium  g:illiTy.  reduced  clurc'slory  windows,  and  an 
alternali<'n  "f  :i  enlunin  wilh  :i  scjuare  pier  in  the  ground  story 
arcade.      Further  variety  is  olTered  by  Saint  Michael,  Hildes- 
lieim  (Figs.  i;o  and  1  L,i).  whidi  reverts  la  the  blind  triforium, 
l>ut  places  (wo  cohnnns  Iietween  the  squarc  piers  in  the  main 
arcade.     At  Dnilnvk  (i'ig.  i]4)  we  note  the  simpler  altema- 
tiiiti  i>f  single  oihimn  and  pier,  but  the  arches  from  pier  to 
cohitnn  are  eiiibracc<l  by  iirenl  Mind  arches  of  double  width 
and  height   which   spring  frcmi   piiT  tu  pier.     Variation  is. 
thcrefiire.  ainicisl  inlirnle  in  lliese  cinirchcs.  but  all  are  alike  in 
the  heaviness  .  if  their  systems,  the  mas>;iveness  of  their  walls, 
and  in  their  simple  wwden  roi.fs  sni)p')rlc<l  on  trussed  timbers. 
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The  organic  architecture  of  the  Rhine.  As  a  foil  to  these 
basilican  churches  one  may  turn  to  the  great  vaulted  churches 
of  the  Rhine  Valley:  Speyer,  Worms,  and  Mainz.  These 
combine  most  happily  the  Lombard  vaulted  system  with 
German  picturesqueness.  Speyer  (Pigs,  loo;  115.  116,  and 
117)  has  an  organic  vaulted  system,  complete  but  for  the 
missing  diagonal  ribs.  It  has  a  lantern  over  the  crossing,  two 
square  towers  at  the  east  end,  two  more  at  the  west,  a  western 
transept   and  a  western  lantern.     Despite  its  complexity  the 


building  is  compactly  arranged  and  monumental  in  effect. 
Worms  (Fig-  116)  shows  as  great  complexity  as  Speyer,  and 
moreover  has  a  full  complement  of  ribs.  Both  exhibit  the 
alternate  system,  the  intermediate  piers  on  the  nave  side 
having  engaged  shafts  which  support  an  archivolt  embracing 
the  clerestory  windows.  Later  than  either  of  the  preceding, 
and  perhaps  most  imposing  of  all,  is  the  cathedral  of  Mainz 
(Figs.  99,  116,  and  iiS).  Here  the  arches  are  freely  pointed, 
and  complexity  is  carried  to  the  extreme,  the  church  having  its 
full  complement  of  turrets,  western  lantern,  western  apse, 
and  the  like.  The  western  apse  adds  picturesqueness,  but 
mars  the  design  of  the  fagade,  as  the  flanking  doors  are  mere 
insignificant  inlets  for  worshippers  as  compared  to  the  wel- 
coming portals  of  French  churches. 

Summary  of  German  Romanesque.  To  understand  German 
Romanesque,  therefore,  one  must  above  all  keep  in  mind  the 
two  divisions  of  elements;     those  developed  from  the  Caro- 
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lingian,  and  those  which  are  imported;  the  latter  may  be  sub- 
divided roughly  into  Byzantine  and  Lombard.     At  times  all 
three  may  combine  in  a  single  building,  as  in  the  church  of  the 
Holy   Apostlk.'S   at   ColoRne,   where  we  find   a  semi-organic 
system,  native  picturcsqueness,  and  a  tliree  shell  east  end 
which  suggests  SjiHa,  but  by  keeping  the  main  divisions  in 
mind  we  may  analyze  and 
comprehend  the  host  of 
Romanesque   monuments 
which  Germany  offers. 

Approach  to  the  study  of 
French  Romanesque.  As  we 
approach  the  discussion  of 
French  Romanesque,  clear- 
ness suggests  that  we  begin 
with  the  southern  styles  and 
work  toward  the  northern. 
This  will,  at  times,  falsify 
chronology,  but  the  pro- 
vincial styles  of  France  are 
so  nearly  contemporaneous 
that  the  fault  is  not  a  seri- 
ous one,  and  the  advantages 
of  examining  the  southern 
styles  first  are  great.  The 
southern  and  central  styles 
have  one  important  com- 
mon characteristic:  predi-  f;g.  117— spev 
lection  for  the  barrel  vault  <>f  the  inter 
and  consequently  inorganic  ^"^  '^''^'^ 
feeling. 

Provence.  One  may  characterize  Provencal  Romanesque 
as  the  most  classic  of  all  Romanesque  styles.  It  was  in- 
evitable in  a  district  which  still  preseivcs  the  Pont-du-Gard, 
the  Baths  of  Diana  at  Nimes,  the  ;unplii theater  at  Aries,  the 
triumphal  arch  at  Orange,  and  countless  other  moniunenls  of 
Roman  antiquity,  that  architects  should  be  influenced  strongly 
by  the  examples  constantly  Ix'fore  their  eyes.  Tlie  result  was 
not  only  a  predilection  for  the  barrel  \-aiilt,  especially  the 
barrel  vault  supported  on  traiis\'en5e  semicircular  arches,  as 
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in  the  Baths  of  Diana,  but  also  for  detail  strongly  classical 
in  feeling. 

Monuments.     An  examination  of  the  montiments  emphasizes 
this  fact.     The  facade  of  Saint  Trophime  at  Aries  (Fig.  119) 
has  capitals  which  are  almost  true  Corinthian  and  a  suggestion 
of  entablature  that  is  modified,  not  debased,  classic  Roman. 
The  interior  is  barrel  vaulted,  with  transverse  arches,  but  the 
barrel  vault  is  pointed  in  cross  section.     Saint  GiJles  (Gard) 
boasts  a   facade    similar   to   Saint 
Trophime,  but  more  elaborate. 
Here  even  the  masonry  recalls  classic 
Rome,  and  the  main  portal  is  flanked 
by   channeled   pilasters   of    almost 
deceptively  classic  character.    Some 
of  the  Corinthian  columns,  too,  need 
only  a  delicate  entasis   to  appear 
stolen  from  a  classic  edifice.     These 
are  well-known  examples,  and  the 
more   obscure   reiterate   the  same 
effects.     The  word  "Romanesque" 
in    its   literal   sense    ap])!ies   more 
aptly  to  the  Proven9a]  st\'le  than 
to  any  other. 

Auvergne.  Farther  north  and 
west  a  somewhat  different  devclo])- 
mentwas  taking  place.  InAuvergne 
we  find  the  same  jjredilection  for 
barrel  vaults,  but  new  dispositions 
in  plan.     The  Au\'ergnat  churches, 

as  one  would  expect  in  the  earliest    H','i;D'"",^HViiA\ir'hVi'oRT" 
of  the  French  Romanesque  styles,    tr.\nsvkk-k  m-.itkiv, -dow' 
have  a  Carolingian  affiliation  and    i^'-    "■^'-''  -  uxbrkl    vavlt 
something   of   the   pictuR'squencss   "   '         '  '  "'' 
of  the  Romanesque  of  the  Rhine. 
Apses  are  pro\'itlcd  with  aml)u 
and  absidioles  arc  often   add 
transepts.     At    the   same    liync    tin-    '. 
with  more  freedom.     The   n 
barrel    vault,    but    the   aisles    are    nftci 
half -barrel   vaults    which    tlin 
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the  thrust  of  the  vault  of  the  nave  (see  Fig.  lao).     An  in- 
evitable result  of  this  airaiigement  was  inadequate  lighting. 
Lifjht  was   admitted  through   the  ground    story    windows, 
and  through  windows  in  the  triforium  gallery  beneath  the  half- 
barrel  vaults,  but  by  the  time  it  had  filtered  into  the  nave  it 
was  much  weakened,  and  most  Auvergnat  churches  give  one 
the    sensation    o£    a    black 
cloud  overhanging  the  nave, 
an  effect  which,  if  not  cheer- 
ful, is  at  least  impressive. 
The  individual  members  and 
general  construction  of  the 
Auvergnat  church,  according 
with  its  early  date,  are  gen- 
erally very  massive,  another 
fact  which  again  makes  the 
churches  impressive,  if  some- 
times ungraceful.     The  ex- 
terior  is   lightened   by  the 
absidioles,  stepped  lanterns, 
arcades,  and  general  multipli- 
cation of  members, which  give 
the     building     picturesque- 
ness. 
Fn;.i3i— ci-KHMONT-KERkAND.  NOTRE        Mottuments.      Thc  bcst 
DAME  uu tout.  viKu  oFTHEEAbTEND     (^Q^y^  ^jjd  historfcally  most 
interesting   of  Auvergnat 
churches  is  Notre  Dame  du  Port  at  Clermont-Ferrand  (Figs, 
I20  and   121).     It  is  a  hfa-\y,  barrel- vaulted,  ill -lighted  but 
impressive  church,  with  a  multiplication  of  absidioles  and  the 
gcnend  iiicturtsqucncss  which  well  tyiiifics  the  style.     Other 
monumctHs,  as   illimiitKiting   if   less   famous,  are  numerous. 
Among  them  wc  must  nuntinn  Saint  Satumin,  and  Orcival 
(I'uy-dc-l)omc). 

I.aiii;iit\Uic.  Closely  allied  to  thc  style  of  Auvei^e  is  that 
which  wc  may  tali,  for  want  of  a  better  name,  the  school  erf 
Lan^aicdnc.  th(m^:h  thc  district  involved  embraces  a  vast 
territory  irom  Auvtri^mc  to  thc  P>Tcnees.  The  styles  of 
Amer'^'ne  and  L;ml,^R■dnc  ha\-c  often  with  reason  been  classi- 
fied together,  but  the  latter  tends  to  a  more  monumental 
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scale,  and  greater  delicacy  in  single  members  and  sculptured 
detail.     The  most  prominent  example  of  this  style  is,  of  course. 
Saint  Semin  at  Toulouse  (Figs.  100  and   122),  a  five  aisled, 
barrel-vaulted  structure  with  a  lofty  and  verj-  graceful  lantern 
over  the  crossing.     The  building  is  on  so  elaborate  a  scale,  and 
exhibits  so  great  delicacy  of  material  and  detail,  that  one  does 
not  at  first  identify  it  as  a 
close  relative  of  the  buildings 
of  neighboring  Auvergne,  yet 
such  it  is.     The  architectural 
sculptures    alone    of    Lan- 
guedoc    would    differentiate 
the  buildings  of  that  district 
from  those  of  Auvergne, 

Aq»itaine.  Byzantine 
character  of  the  building. 
North  of  Languedoc  and 
west  of  Auvergne  we  find  a 
very  vigorous  and  distinct 
school  flourishing  in  Aqui- 
taine.  The  Aquitanian 
buildings  have  generally  been 
characterized    as    the   most 

Byzantine   of    French    Ro-  

manesque  churches.      Saint     1 
Front  at  P6rigueux  {Fifp;.  99 
and  123)  has  repeatedly  been 

called  a  direct  copy  of  Saint  Mark's  at  Venice,  and  the  numer- 
ous other  churches  of  the  district,  with  their  domes  on  ]>enden- 
tives  so  unique  in  French  Romanesque,  have  been  Kiid  to  be 
inspired  by  Saint  Front.  To  this  theory  a  reaction  has  lately 
set  in.  Saint  Front  postdates  many  of  the  buildings  in  the 
neighborhood  with  the  same  characteristics,  and  there  are  great 
differences  between  the  so-cailed  Byzantine  details  of  these 
buildings  and  the  details  of  the  real  Byzantine  buildings 
whence  they  are  supposed  to  be  derived.  These  facts  have  led 
certain  scholars  to  conclude  that  the  domed  churches  of 
Aquitaine  owe  no  more  to  Byzantium  than  the  Romanesque 
of  the  rest  of  France,  but  convincing  as  [liese  arguments  at 
first  aeem,  they  can  be  overthrown  by  the  juxlai  losition  of  the 
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plans  of  Saint  Mark's  and  Saint  Front  (Figs.  88  and  09). 
We  note  the  salient  Greek  cross,  the  barrel  vaults,  the  central 
dome  on  ijcndentives,  and  the  four  subordinate  domes  on  the 
arms  of  the  cross.  Such  similarities  are  not  coincidences. 
Probably  Saint  Front  is  not  a  copy  of  Saint  Mark's;  surely, 
howe\-er,  the  two  are  inspired  by  a  Byzantine  original,  quite 


pDS^^ibly  llii.'  church  of  the  Holy  Apostles  at  Constantinople. 
Curtainly  ii  is  coiTwt  to  classify  the  Romanesque  of  Aquitaine 
as  most  Byzantine  in  (.■hantcltT. 

On'i^iiuilily  0/  AiiiiiUiiu'nn  anhikriiin:  Not  all  the  churches 
of  Aquilainu.  hii\\\-\'cr,  h;t\-e  tho  drock  cross  plan  or  even  the 
dinrics  on  ] )onilfm ivcs  which  mark  the  style  as  Byzantine  in 
character.  In  the  calhetlral  of  Ans^'oulOme.  for  example  (Fig. 
(jo),  ihi'  dome  vaults  arc  arrant^ed  \ji  the  form  of  a  Latin  cross, 
and  at  Xotre  Dame  la  Grande  at  Poitiers  (Fig.  124)  the  dome 
oil  i>etidi.ntivL-s  is  abandoned  in  favor  of  the  barrel  vault. 
The  churches  of  the  region  [ire,  nevertheless,  bound  into  one 
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style  by  the  system  of  decoration,  curious  cone-shaped  turrets 
with  scale-like  tiles,  bossy  masonrj',  and  a  unique  inter- 
mingling of  architectural  and  figure  sculpture  as  ornament 
over  ]>ortals  and  windows. 

Burgundy.  We  may  conclude  our  examination  of  southern 
and  central  French  Romanesque  with  a  brief  review  of  the 
Burgundian  style. 
As  might  be  ex- 
pected from  geo- 
graphical consid- 
erations, this  style 
is  the  most  or- 
ganic of  the  south- 
ern-central group. 
and  therefore 
makes  a  good 
transition  to  the 
study  of  the  art 
of  Normandy  and 
the  lie  de  France. 
The  characteris- 
tics most  worthy 
of  emphasis  are  its 
accent  on  monas- 
tic architecture, 
its  increasingly 
organic  quality  in- 
volving   frequent 

use  of  the  groin  fig.  124— poiteeks.  mitre  u.\me  l.^  tiMASDE. 
vault,  its  original-  ^''^™  "'''  '•'"'^  ^'^'^'^  '^^^ 

ity  in  the  hand- 
ling of  the  barrel  \-ault,  and  its  vigorcms,  racy  sculj)tur(Hl 
decorations,  especially  as  api)!ied  in  the  vestibule  or  narlhe.\, 
a  feature  which  received  unprece denied  developniL-nt  at  the 
hands  of  the  Burf,'inidian  architects. 

Ctuny.  The  abbey  nf  Ctuny  {Fii;s.  99  and  100)  was, 
perhaps,  the  most  tyjjical  Bur;,nindian  church.  It  was 
founded  in  1089,  deKtrf>ycd  in  [125,  and  rebuilt  in  1130. 
Unfortunately  it  was  razed  during  the  French  Re\-i>lution,  but 
we  know  it  by  drawings  and  dcscri[jlions.     It  was  fi\'e-aisled, 
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the  nave  covered  with  a  barrel  vault  and  the  aisles  with  groin 
vaults.  Its  transepts  were  douHe,  those  to  the  east  smaller 
than  those  to  the  west,  giving  the  plan  the  archiepiscopal- 
cross  form  so  common  in  English  Gothic  buildings.  Round 
the  ambulatory  were  five  absidioles,  and  others  were  added 
on  the  eastern  faces  of  the  transepts.  The  nave  was  preceded 
by  an  elaborate  narthex  of  five  bays.     There  was  a  lantem 


FIG.    135 — VEZELAV.        CHURCH  OF  THE  MADELEINE.       THE  IN'TERIUK  ^EEN 


over  the  crossing,  towers  over  the  transepts,  and  towers  were 
placed  at  the  west  end.  The  impression  of  the  building  must 
have  been  not  unlike  that  of  a  Rhenish  church  of  the  period, 
and,  indeed,  a  connection  between  the  two  has  often  been 
urged. 

Extant  BuTgundiatt  monuments.  Burgundy  possesses,  how- 
ever, many  extant  monuments  in  which  the  style  may  be 
judged.  The  cathedral  of  Autun,  for  example,  exhibits  an 
elaborately  ornamented  narthex,  and  a  nave  in  the  form  of  a 
pointed  barrel  vault.  An  ingenious  variant  in  the  treatment 
of  the  barrel  vault  may  be  seen  at  Saint  Philibert  at  Toumus. 
The  gravest  fault  of  the  longitudinal  barrel  vault  over  a  nave 
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is  its  tendency  to  suppress,  usually  entirely,  the  window 
evenings  in  the  clerestor>-.  In  Saint  Philibert  this  difficulty 
is  avoided  by  roofing  the  nave  with  a  series  of  sections  of  barrel 
vaults,  placed  at  right  angles  to  the  long  axis  of  the  building. 
These  sections  mutually  aijut  one  another,  and  their  wall 
arches  leave  ample  room  for  clerc-torj'  openings,  but  the 
esthetic  effect  of  the  senes  of  transverse  arches  is  unhappy, 
and  the  exijcriment  was  not  cnijied  in  other  buildings. 

\'e'May.     The  l>t'St  known  and  the  mo^t  inlerestinR  his- 
torically of  the  Bur).rundian  Iniddings  is  the  abbey  church  of 


Vezelay  (Fig.  125).  Here  we  find  the  Biirgimdiaii  narlhcx, 
with  its  richly  sculptured  dcconition.  but  the  barrel  vault 
disapjiears  entirely,  even  the  f;rcal  bays  of  the  niive  being 
covered  with  groin  vaults.  The  groins  lack  ribs,  so  that  the 
system  is  only  partially  organic,  but  despite  the  lack  we  feel 
an  increase  in  oiTianic  intcTcst  which  sif^nals  the  appniach  of 
the  northern  styles. 

Korthern  French  Rotitaitesqiie.  Kormmxdy.  As  we  ha^'C 
seen,  northern  French  Romanesque  falls  naturally  into  two 
divisions,  the  Norman  and  that  of  the  lie  de  France,  We 
shall  begin  with  the  former.  The  most  marked  ch;!r;ietenr;tics 
of  fully  developed  Norman  Romanesque  are  its  strong  sense 
of  structural  logic  and  its  inventiveness.  No  style  whieh  wc 
have  examined,  except  the  Limibard,  h[is  been  marked  so 
strongly  by  the  former,  and  it  seems  clear  tiKil  Lom)>ard 
architecture  exercised  a  strong  inllnence  on  the  Romanesque 
of  Normandy,     Those  whu  urge  an  aiitoelithonous  growth  for 
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the  Norman  style  run  counter  to  whiit  we  know  of  Norman 
history-.     Lanfranc,  for  examiile,  one  of  the  most  famous  of 
Lombards,  estabhshed  himself  successively  at  Bee,  Caen,  and 
A^Tanches,  and.  after  the  Conquest,  became  archbishop  of 
Canterbury.     He  was  followed  in  the  same  places  by  Anselm 
of   Adsta,    afterward    canonized. 
Unquestionably  such  men  as  these 
carried    Lombard   influence   into 
Normandy,  though  this  fact 
shoitli]  not  blind  lis  to  the  pre- 
cocity and  inventiveness  of  the 
Norman  style. 

Norman    originality.      Ribbed 
vaultinj,',    the   alternate   system, 
com])ound  piers,  are  features  com- 
mon Ixith  to  Lombard  and  Nor- 
man.    To   the   latter,    however, 
belonjjs  the  credit  of  inventinj,'  a 
new  \-auU  form,  si>ecially  adapted 
to  the  alternate  system.     In  the 
nii\-e  of  the  Abbaye-aux-Hommes 
(Saint  Etienne)  at  Caen  (Fips.  gg, 
128,  ;ind  i,io},  it  occurred  to  the 
■  buiMirs  to  throw  an  intermediate 
-;  -■^;  -■; ■_,         1ran^;\-erse    rib   from    the    inter- 
mediate pier,  dividing  the  vault 
II.:.   i:;;— ji  MiLi.i.-..     \imi,\     snrfaa^  into  sis  cells  instead  of 
four.     In  this  system  the  crowns 
of  the  lateral  cells  run  obliquflv. 
in-:|.;id  of  al  ri.L;ht  an>;les  to  the  Ion;;  axis  of   the  building. 
The    \'anll    snria.vs   arc   somiAvhaL   .IJslnrled.  hut    the   win- 
druv   sjiacv  was  enlarLred.  and   the  ainitude  of  the   form    to 
the  alternate  system    is   atte-;ted   by  the  number  of  Gothic 
Imildint.-;  in  whieh  llie  two  are  combined  (see  plan  of   Paris 
calhcilral.  I'i;.,',  i.;ii).      Xnnnandy  also  de\'eloped  a  number  of 
drenralivc    nu'livcs.        'I'lio    hillct    nvilil    was    adopted    from 
Caro|ini;ian  archil e(  iuiv.  and  new  fnnns  such  as  the  dof;-tooth, 
■/.i-j.7.:ii:.  and  itUccl.'Kin-  aread,.-  were  invented  (Fig.  126).       The 
1  cclHiiiiuc  of  "lone  (in  I  ill  J,' and  sionelh  tin;;,  too. was  notably- finer 
in  N'onnandy  tliaii  in  contenipomry  sehonls  of  Romanesque. 
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Jumil^^es.  The  earliest  important  extant  example  of  Nor- 
man Romanesque  is  the  abbey  church  of  Jumi^ges  (Fig-  127). 
In  this  building,  now  a  ruin,  we  find  the  alternate  system. 
Although  the  church  was  designed  for  a  timber  roof,  a  com- 
pound engaged  shaft  runs  from  the  main  ])iers,  through  the 
clerestory,  to  the  level  of  the  cross  beams  of  the  roof.     It  is 


probable  that  wc  have  here  a  reminiscence  of  the  earl>- 
Lombard  wooden-roofed  church  in  which  iho  n-if  was  su|)- 
ported,  at  least  partiallj-,  b\'  stone  arches  thrown  acniss  tlm 
nave. 

The  Abbaye-aux-Homtnes  at  Cacti.  Sc.rparlilc  :\i!i!ls.  At 
Caen  the  so-callefi  Abbaye-aiix-Honimes  (Fi^s.  ()•>,  12S,  ami 
129).  built  and  dedicated  to  Saint  Stejiheii  by  William  the 
Conqueror,  gives  us  the  most  romjilete  exiimple  of  ihe  style. 
Though  the  church  was  fuumkd  in  the  ek-venth  wnlury,  the 
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v;iulls  arc  a  rccoTislruclion  of  tlie  first  hiilf  of  the  twelfth. 
The  original  buikhiifj  was  wixxlun-roofed  but  had  the  inter- 
mediate engaged  shaft,  whicli  occurs  in  Lombardy,  and  there 
supports  only  the  corl^l  table  of  the  triforium  string.  It  is 
reasonable  to  suppose  that  the  ])rc'sence  of  the  intermediate 
shaft   suggested 
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noted  in  Auver^e   and   Lantjuedoc  (Notre  Dame  du  Port, 
Clermont-Ferrand;  Saint  Semin,  Toulouse).  The  thrust  of  such 
a  half-barrel  vault,  being   continuous,  well   meets  the  con- 
tirmous  thrust  of  the  barrel  vault  of  the  nave,  but  the  thrusts 
of  a  groin  vault,  like  that  of  the  Abbayc-aux-Hommes.  are 
not  continuous.     They  are  concentrated  at  the  intersection 
of  the  ribs.and  the  half -barrel 
vault   is,   therefore,   useless, 
except   at   and   near  points 
coinciding  with  the  intersec- 
tion of  the  ribs.    Recognizing 
this  fact,  the  builders  of  the 
Abbaye-aux-Dames  omitted 
all  portions  of  the  half-barrel 
vault  where  it  was  not  needed 
to  abut  the  thrusts  of  the 
nave  vault.     The  result  was 
a    series   of   arches,    hidden 
under  the  lean-to  aisle  roof, 
which  carried  the  thrusts  of 
the  nave  vaults  over  to  the 
pier    buttresses   set   against 
the  outer  walls  of  Ihe  aisles 
(Fig.  100).   Hidden  and  rudi- 
mentary  as   these   meml>ers 
are,    they    are    nevertheless 
embrj'onic  fli^ng  buttresses,' 

and  to  Norman  Romanesque    fig.  i.-^o— ifflev,    parish  church. 
belongs  the  credit  of  invent-  ^""^  '"'  ^"^  ^'^^^  "^^^ 

ing  this  important  feature. 

Romanesque  architixlurc  of  Eni^hmd,  English  orii;!)ialily. 
Before  passing  on  to  the  architecture  of  the  Ik-  dc  ['raiu-c  wc 
must  pause  to  note  the  Romanesque  architecture  of  Ent;!aiid. 
The  transition  is  wholly  loj^ncal.  for,  alUurtigh  iinglriiid  and 
Normandy  are  now  politically  di\-ided.  during  the  later  Rimian- 
esque  period  they  were  one.  Naturally  the  architects  of 
William  the  Conqueror  create.l  buildings  of  the  same  style  in 
England  a  few  years  after  ihc  OnKiui^t  as  they  had  in  Ncir- 
mandy  afcwyearslK'fore.  It  must,  nut  lie  su|iiinsed.  however, 
that   Norman   Romanesque   undenvent   no  modifications  in 


26o        A   HISTORY  OP  ARCHITECTURE 

England.  En;;land  often  borrowed,  but  seldom  sla\-ishly 
copied.  Nonnaii  Romanesque  in  Enj;]and  became  more 
massive,  as  th(nij,'h  the  hea\-j'  Saxon  architecture  which  it 
sujKrsedcd  had  influenced  it.  Sometimes  this  mjissivencss 
was  cmjihasized  b\-  extreme  bareness  and  absence  of  decora- 
tion, as  in  Saint  Jolm's  chajx;!  in  the  Tower  of  London;  some- 
times it  was  disguised  by  a  luxuriant  profusion  of  Norman 


decorative  motives,  as  in  the  parish  church  of  IlTley  (Fig.  130). 
In  [-eneral  the  style  tended  to  abandon  the  structural  logic  of 
Kurman<h-  and  to  re\-ert  to  wooden  roofs.  E\'en  in  vaulted 
Durham  (FiKS-  i.?i  and  i.iz),  the  finest  and  most  homogeneous 
of  the  Anj;lo-\onnaii  cathednils.  the  alternate  s>'stem  was 
used  with  an  illojiical.  if  inj^eiiitms,  vault  sy.stCTn.  No  trans- 
verse ribs  are  thrown  from  the  intermediate  piers  and  the 
laller  have  no  en^'aj^ed  shafts,  lixlra  diagonals,  however. 
sjiring  from  corUOs  above  the  intennediate  piers,  and  the 
result  is  what  one  mi^bt  call  eiilier  two  imperfect  quadri- 
partite vaulls  or  a  sini;le  seplajiarlite  one.  The  transverse 
arches  of  l>in-ham  are  pointed,  a  ])henoincnon  quite  common 
in  later  Anj^'Io-Xoniiim  elnirHies.  English  Romanesque  does, 
therefore.  sbowori;^nnaIily,  desiiile  its  close  relation  to  Norman. 
A'liiiiniicd/jd-  ('/  (/if  III-  ilf  h'raihc.  Returning  to  France,  we 
may  now  lake  ti]>  ihc  most  completely  organic  of  all  Roman- 
es(]ue  st\les:  thai  of  iIk-  He  de  Fr.inee.  One  may  think  of 
it  as  the  nmsi,  or  the  lea-^l,  finished  of  styles,  according  to 
whether  one  thinks  :if  it  as  eomijleted  Romanesque  or  rudi- 
mentary r.othic.     The  problem  is  greatly  complicated  by  the 
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fact  that  in  this  region  Gothic  architecture  developed,  and  the 
Romanesque  buildings  from  which  it  sprang  were  usually 
either  altered  during  the  later  Gothic  period  or  modified  by 
the  architectural  exjK'rimciUs  by  means  of  which  finished 
Gothic  was  reached.  Much  tiiat  might  otherwise  come  under 
the  head  of  Romanesque  architecture  of  the  He  de  France  must 
be  discussed  in  connection  with  developing  Gothic,  and  may, 
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therefore,  be  omitted  here.  In  general  the  Romanescjue 
monuments  of  the  region  are  not  large  in  scale  or  striking  in 
esthetic  effect.  To  an  even  greater  degree  than  in  the  build- 
ings of  Lombardy  their  greatest  interest  is  historical,  in  the 
light  they  shed  on  future  organic  styles,  and  this  impression 
is  greatly  exaggerated  by  the  destruction  and  alteration  of  so 
many  of  the  finest  buildings. 

Earlier  ami  later  buildings.  The  earlier  buildings  of  the 
He  de  France  were  not  organic,  and  inorganic  Iiuildings  were 
erected  even  contemi>oraneously  with  those  of  tiie  budding 
Gothic  style.  Such  a  church  as  Vignory,  for  example,  is 
timber-roofed,  with  miissive  piers,  jilain  walls,  and  no  organic 
structure   whatever.      In  the   second    iialf   of   the   eleventh 
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century,  however,  a.  highly  (irganic  style  apix^ared.  The  idea 
of  organic  vaulting,  with  lo^jical  ])iers,  probably  came  from 
Normandy,  though  the  Norman  alternate  system  was  not 
taken  over  and  docs  not  appear  in  the  He  de  France  till  the 
Gothic  period.  Ideas  of  plan,  notably  in  the  ambulatories, 
and  decoration  were  Ixirrowed  frotn  the  south. 

Development  of  the  style.  The  development  of  the  style  was 
one  of  increasing  delicacy  and  nicety  of  adjustment  of  load  to 
shaft.  At  times,  as  at  Saint- Loup-de-Naud,  the  vaults  and 
piers  are  massive  and  clumsy 
in  apiwjarancc,  but  aJwa>-s 
exactiiigly  logical  in  arrange- 
ment. In  finished  examples, 
as  at  Saint  Remi,  Reims,  the 
-shafts  arc  slender,  delicately 
cut,  and  delicately  adjusted 
to  the  load  they  bear. 

Full    developttient.      Smnt 

Remi,    however,    like    most 

examples  of  the  style,  is  not 

homogeneous.     The   fine 

Romanesque  shafts  and  piers 

carr^'  not   Romanesque  but 

Gothic  vaults,  which  really 

emphasize   the   structural 

gocKl  taste  of  the  former,  so 

well  do  the  two  harmonize. 

In   like   manner  the  church 

(..iiiri«in  i,y  M.i. (imIUm  s.  c.i.  iif  Saint  Etienne,  Bcauvais, 

lie:,  in-  iii-..\i  v.M>.  -..iisi  i-riKSM-..  *'i'i'    "f    l^e    most    famous 

i.MAwiMini.  i.M,.)i.  im.  M-ijcvAii.is  RnmiuKsquc  monuments  of 

AMI  ns  M!Ti>k[=,    iikoM  MiH'KKj     j^|^^,  r^,j,iun,  jg  finishcd  with 

Giithic  vaults.     Tiic  elegance  of  tiie  Romanesque  portions, 

however,  cspeeially  the  siile  aisles  (Pig.  135),  shows  the  ad- 

vanceil  [mint  whieh  the  style  reached  in  the  district. 

Morhm-al.  The  hcpmiings  of  (iothic.  One  of  the  best 
known  cxriTniiles  of  the  style  is  the  little  church  of  Morienval 
(l-'i),'.  ()()),  The  nave  is  covered  with  an  early  Gothic  vault, 
but  llie  north  aisle  (Fig.  i,u)  retains  its  Romanesque  vault, 
hteking  diagonal  ribs,  though  the  diagonals  are  supported  by 
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a  pilaster  strip  in  the  pier.     In  the  same  aisle  one  may  note 
a  tendency  to  stilt  the  transverse  rib  in  order  to  raise  its  crown 
nearer  the  level  of  the  crown  of  the  vault,  a  tendency  which 
we  might  also  have  noted  in  the  aisle  vaults  of  Saint  Etienne 
at  Beauvais   (Fig,    133).     Here  we  reach  a  limbo  in  which 
organic  Romanesque  and  the  most  rudimentary  Gotliic  meet. 
If  wc  but  walked  from  the 
north  aisle  of  Morienval  to 
the  apsidal  ambulatory  of 
that  church  we  raiirht  see  a 
transverse    arch    not    only 
stilted  that  its  crown  may 
approach  the  crown  of  the 
vault,  but  also  for  the  same 
reason  pointed.     With  this 
observation  we  should  pass, 
however,  from  the  consider- 
ation of  Romanesque  to  that 
of  Gothic  architecture. 

Spanish  Romanesque. 
Before  bringing  to  a  close 
the  discussion  of  the  schools 
of  Romanesque  architect- 
ure, a  word  is  necessary 
with  regard  to  Spain.  In 
general  Spanish  Roman- 
esque represents  an  impor-  no.  134— morienval.  parish 
tation  of  the  styles  of  Au-  '^''^'"^'*-  ""^^  <*"  ™^  ^^«^«  ^'^"-^ 
vergne  and  Langucdoc. 

The  most  famous  of  the  Spanish  churches,  that  of  Santiago 
at  Compostela  (Fig.  13s).  strikingly  rciscmhlcs  Saint  Seniin 
of  Toulouse.  Just  as  the  English  modified  the  Norman,  ,s{) 
the  Spanish  modified  the  southern  French,  and  impressed 
it  with  their  own  nationality.  In  a  temperate  climate 
roofs  became  fiatter,  so  that  at  times  the  triforium  sjiace 
was  practically  eliminated  and  its  ojicnings  made  into  win- 
dows, as  in  the  Colcgiata  of  San  Isidore  at  Leon  (Fig. 
136).  Forms  specially  characteristic  of  Spain,  such  as  the 
so-called  Visigothic  horseshoe  arch,  were  used,  and  aI>o\'c  all 
sculptured   decoration   became   profuse.     Undercutting   was 
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dccijctiod.  ed^es  shiirjwnt'd.  forms  crowded,  until  the  decora- 
tiun  attained  that  sparklinjf  character  so  tvi>ically  Spanish. 
The  common  phenomenon,  therefore,  of  Spanish  naturalizii- 
tion  of  immiji^rant  forms  never  a])[)ears  more  strikingly  than 
in  tile  case  of  Romanesque  architecture. 

Dci-elopmcnl  o/  siiiak/caliircs.  Obviously  in  an  architecture 
so  heterogeneous  as  Romanesque  it  is  impossible  to  trace  a 
strictly  chronological 
development  of  any 
single  feature,  or 
group  of  features. 
Nevertheless,  at  the 
risk  of  re]>etition,  it 
will  be  well  to  note 
the  progress  made  by 
the  style  in  the  devel- 
opment and  adapta- 
tion of  certain  details 
or  features  of  ehurchly 
architecture. 

Plans.  The  discus- 
sion of  the  plan  may 
be  dismissed  sum- 
marily with  the  state- 
ment that  the  style 
offered  material  for 
almost  all  subsequent 
types  of  church  plans. 
The  ]>rototype  of  the 

;""j    ; ; i,  finished   French 

Gothic  building,  with 
its    complicated 
chevet.     ambulatory, 
and  radial  chapels,  is  to  be  foiuid  in  southern  French  Roman- 
esque, just  as  the  favorite  English  arch iepiscopal- cross  plan 
is  Ui  be  foiHiil  in  Burginidy. 

\'aiills.  'I'lif  iirogres^  in  vault  forms  was  as  marked. 
Besides  irim.valions  and  modifications  of  barrel  vault  forms, 
such  as  ])ointed  liarre]  v.iults  and  cross  barrel  vaults,  we  find 
Lonibardy  and  Normandy  developing  the  Byzantine  domed 
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vault  into  the  organic,  domical  groin  vault  of  quadripartite 
or  sexpartite  form,  and  handing  on  to  Gothic  the  ideas  neces- 
sary for  its  future  develojjment.  Ingenuity  and  originality 
were  shown  even  in  the  trussed  wooden  roof,  and  it  was  given 
new  and  interesting  forms,  as  at  San  Zeno  in  Verona. 

Supports.     Corresponding  to  the  ribbed  vaults,  we  find  the 
supports  developing,  with  compound  members  for  a  compound 
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rib  system.  Wc  lind  the  Lombard  alternate  system  brought 
into  accord  with  the  sexpartite  vault,  :ind  the  sh:ift  cajjitals 
signaling  the  direction  of  the  springing  of  the  ribs.  Chrono- 
logically we  may  note  a  ste;idy  rffining  of  the  proportions  of 
the  supports,  suggesting  approaching  Gothic,  which  ciilminnlcs 
in  the  delicate  proj^rtions  of  the  best  Romanesque  of  the 
He  de  France. 

Buttresses.    The    progress;   of    tlic    buttress    was   no    loss 
remarkable.     Lombardy  supplied  the  pilaster  strip  against 
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the  outer  wall,  used  as  a  buttress,  which  was  the  ^erm  of  aD 
future  development.  This  pilaster  or  pier  buttress  was 
steadily  deepened  and  strengthened.  At  the  same  time 
numerous  solutions  of  the  problem  of  carrying  the  thrusts  of 
the  nave  vaults  to  the  aisle  walls  and  the  buttresses  were 
made.  In  Lombardy  this  was  done  by  omitting  the  triforiimi 
and  carrying  the  thrusts  of  the  nave  vaults  over  to  the  gallery 
vaults,  and  thence  to  the  outer  wall.  In  Auvergne  and  else- 
where the  same  problem  was  solved  by  barrel  vaults  and  half- 
Ixirrel  vaults  over  a  triforium  gallerv%  binding  in  the  great 
vault  of  the  nave.  Finally,  at  the  Abbaye-aux-Dames,  the 
continuous  half-barrel  vault,  illogical  for  the  abutment  of  a 
groin  vault,  was  cut  into  sections,  and  these  sections,  or 
rudimentary  flying  buttresses,  were  i)laced  under  the  aisle 
roofs  to  neutralize  and  carr>^  off  the  concentrated  thrusts  of 
the  groin  vaults  of  the  nave. 

Construction.  With  the  refinement  and  development  of 
details  went  a  lightening  of  the  building  as  a  whole.  As  the 
ixirts  became  more  slender,  the  whole  became  less  massy. 
This  devel()])ment  did  not  i)roceed  equally  in  all  regions,  nor 
did  it  even  proceed  chronologically.  There  were,  as  we  have 
seen,  massy,  inert  buildings  in  the  He  de  France.  The 
tendency  was,  however,  t(.)  convert  the  heavy  early  t}^je  into 
a  lighter  one  ])resaging  the  Gotliic  building. 

Facades.  The  design  of  the  fa(,*a(le  ])rogressed  notably  in 
this  ])eriod.  In  s})ite  of  their  organic  structure,  the  Lombard 
buildings  were  masked  behind  illogical  and  often  unsightly 
facades,  thongli  some  of  the  later  Lombard  churches,  like  San 
Zcno,  liave  \vcl]-])roi)ortioiie(l  fa(;ades  which  reveal  the  inner 
slnictiire  (^f  \hc  building.  Logical  fac^-ade  composition  re- 
cci\c(l  its  fullest  Rnnianescjue  development  in  Normandy 
where,  as  in  tlie  Abbaye-aux-Honimes,  the  vertical  divisions 
of  the  interior  are  marked  on  the  exterior  by  pilasters,  the 
horizontal  by  rows  of  windows,  the  ])itehed  roof  revealed  by  a 
gable,  and  the  whole  flanked  by  two  monumental  towers.  All 
the  gemis  are  liere  which  were  develo])ed  into  the  complete 
(lothic  fac^ade.  At  tlie  same  time  fa(;ades  which  lacked 
ori^^'inie  expressiveness  and  logie,  but  added  other  beauties, 
were  being  designed  in  other  st\'les  of  Romanesque.  Thus  the 
Tuscans  designed  rich  polychromatic  fayades,  adorned  with 
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arcades,  and  the  Germans  picturesque  ones  with  a  profusion 
of  turrets,  apses,  and  the  like. 

Lanterns  and  towers.  Meanwhile  lavish  invention  was 
devoted  to  lanterns  and  especially  to  bell  towers.  In  Italy  the 
latter  were  constructed  at  a  very  early  date  round  and  free- 
standing. In  the  north  these  turret-like  members,  even  in 
Carolingian  times,  were  incorporated  with  the  building. 
Eventually  the  square  or  angular  tower  became  the  favorite, 
and  infinite  variations  were  played  on  it.  At  times  the  tower 
was  merely  carried  up  in  a  series  of  stepped  squares  and 
topped  by  a  pyramid  as  at  Morienval.  Again  it  was  square, 
but  its  pointed  roof  polygonal,  the  angles  being  filled  with 
little  polygonal  members,  themselves  covered  with  peaked 
roofs,  as  at  Beaulieu-les-Loches.  A  variant  of  this  type 
appears  at  Auxerre,  where  the  square  tower  is  surmounted  by 
a  polygon,  and  the  tapering  roof  springs  from  that.  Some- 
times the  round  tower,  ornamented  with  blind  and  open 
arcades,  is  used  in  France  (Uzes) ;  sometimes  the  round  turret 
above  a  square  and  crowned  with  a  cone  appears  (Saint  Front, 
P^rigueux).  In  the  most  elaborate  cxamjjles  stepped  square 
is  placed  on  square,  stepped  ])olygon  on  polygon,  until  as  at 
Jtmii^ges,  the  towers  produce  an  asijiring  effect  very  suggestive 
of  Gothic. 

Openings.  In  openings  we  must  note  a  constant  elaboration 
of  the  .splaying  characteristic  of  Carolingian  architecture.  In 
the  latter  a  splay  to  aid  in  the  distribution  of  light  was  intro- 
duced by  means  of  a  simple  chamfer.  In  later  Romanesque 
the  splay  was  deepened,  and  was  obtained  frequently  in 
-window  and  door  by  means  of  multiple  orders.  It  was  thus 
given  architectural  dignity  as  well  as  utility.  Compound 
openings,  too,  were  evolved,  sometimes  of  two  lights,  some- 
times of  two  lights  embraced  by  a  blind  arch,  and  in  variants 
of  this  motive.  At  the  vSame  time  portals  were  ennobled  by 
elaborate  porches,  the  finest  being  those  of  Lombardy  and 
Burgundy. 

Decoration.  New  decorative  schemes  also  came  into  being. 
Figure  and  foliate  sculpture  was  applied  to  the  exterior,  at 
times  haphazardly  as  in  Lombardy,  at  times  with  extraor- 
dinary subservience  to  architectural  ex]:)rcssion,  as  in  Pro- 
vence and  Languedoc.     In  addition,  new  motives  in  pure 
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design,  like  the  Norman  zigzag  and  dog-tooth,  were  applied 
to  the  exterior  and  the  interior.  For  the  interior  new  sculpt- 
ured capitals  were  invented,  some  of  them  modified  classic  or 
Byzantine,  some  in  original  foliate  designs,  and  many  more  of 
the  *' storied  capital"  type  in  which  the  purpose  was  didactic 
as  well  as  decorative  and  the  sculptures  represented  ecclesiasti- 
cal, mythological,  and  unidentifiable  scenes  of  the  greatest 
raciness  and  originality.  Polychromy  was  obtained  in  the 
interiors  by  means  of  paint.  On  the  exterior  its  use  varied 
with  the  style.  The  Tuscan  architects  got  fine  exterior 
effects  by  the  use  of  polychromatic  marble  veneer.  Outside 
of  Tuscany  polychromy  ])layed  a  less  important  part  on  the 
exterior,  though  fine  effects  were  obtained  by  the  use  of  several 
sorts  of  stones  (Sicily),  by  patterned  brick  (Languedoc)  and 
the  like. 

Secular  architecture.  The  ensemble.  For  several  reasons  we 
may  omit  almost  entirely  any  consideration  of  the  secular 
architecture  and  the  ensemble  in  the  Romanesque  period. 
In  the  first  place  the  extant  Romanesque  secular  monuments 
are  few,  and  nearly  all  altered.  In  the  second  place  they 
differ  slightly,  exce])t  in  the  ap])lication  of  detail,  from  the 
much  more  numerous  (lothic  buildings  of  the  same  t>'pe. 
This  does  not  mean  that  there  are  no  momunents  by  which 
we  may  judge  Romanesque  secular  architecture.  One  needs 
but  look  at  the  enceinte  of  Avila  (Castile,  Fig.  137)  to  see 
Romanesque  secular  building,  and  get  an  idea  of  the 
api)earance  of  a  Romanesque  city  seen  from  without.  The 
im])ression  will,  however,  be  ver>' inuch  like  that  obtained  from 
a  similar  town,  say  Carcassonne  (Fig.  178),  of  the  Gothic 
period.  Siiii^^lc  secular  monuments,  in  whole  or  in  part, 
notably  castles  such  as  the  Wartlmrg  at  Eisenach,  exist 
for  the  archeologist,  and  show  distinctive  arrangements 
especially  in  the  court  and  coiu't  facades,  but  it  seems 
more  sensible  to  discuss  the  whole  question  of  medieval 
civil  and  domestic  architecture  in  connection  with  the  Gothic 
])eriod. 

The  influence  of  Romanesque.  Finally,  something  should 
]>G  said  about  the  influence  of  Romanesque  architecture  on 
subsequent  styles.  The  influence  of  organic  Romanesque  on 
organic  French  Gothic  has,  of  coiu'se,  always  been  emphasized, 
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but  other  equally  significant  examples  of  the  influence  of  this 
architecture  on  later  art  have  been  overlooked.  Few  people, 
as  they  admire  the  gorgeously  polychromatic  Gothic  cathedrals 
of  Tuscany  with  their  striped  interiors,  realize  that  these 
buildings  are  comparatively  slight  modifications  of  the  Tuscan 
Romanesque  style.     In  England  the  massive  Norman  con- 


struction was  handed  down  to  the  Gothic  style,  though  it  was 
disguised  by  what  was,  after  all,  Init  an  api^liqut-  of  pointed 
detail.  In  German  Gothic,  where  it  is  not  mere  imitation 
of  French  work,  we  note  the  picturesque ness  of  Rhenish 
Romanesque. 

Self-sufficiency  of  the  style.  Although  at  the  conclusion  of 
our  study  we  are  led  inevitably  to  assert  the  influence  of 
Romanesque  on  later  architecture,  we  should  be  at  the  jjreatest 
pains  to  avoid  the  common  error  of  thinking  of  the  architecture 
merely  as  one  of  transition.  It  was  a  het en )ge neons  art,  and 
consequently  well  able  aptly  to  exi)res;R  the  genius  of  not  ime 
but  many   races.     Nevertheless,  whatever   its   subdivisions, 
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it  was  primarily  a  self-sufficient,  independent  style.     To  re- 
gard it  in  any  other  light  is  wholly  to  miss  its  meaning. 


CHRONOLOGICAL  LIST  OF   MONUMENTS 

For  convenience  monuments  of  a  single  country  are  grouped 
together,  with  the  exception  of  Saint  Gall  (Switzerland),  which  is 
placed  under  Germany.  When  a  date  is  given  exactly  and  without 
qualification,  it  refers  to  the  beginning  of  the  portion  of  the  building 
referred  to  in  the  text.  Often  round  numbers,  half  centuries  or 
centuries,  are  all  that  are  possible  or  necessary,  and  at  times,  when  a, 
building  has  been  remodeled  in  the  period  under  discussion,  several 
dates  are  given.  In  general  it  will  be  well  to  call  to  mind  again  that 
an  error  in  dating  a  monument  usually  tends  to  give  it  greater  an- 
tiquity than  it  deserves. 

ITALY 

Milan,  San  Satiro. — Eighth  century. 
Como,  Sant*  Abondio.— C.  1035-05. 
Toscanella,  San  Pietro. — 103 0-03. 
*isa,  Cathedral. — Begun  1063. 
-Milan,  Sant'  Ambrogio. — 1008  to  mid-twelfth  century. 
Modena. — Begun  1000;  consecrated  1184. 
Florence,  San  Miniato. — 1013  and  later. 
Parma. — 1117. 

Pa  via.  Sun  Michcle. — 11 27  (?). 
Palermo,  Cappella  Palatina. — Before  1132. 
Verona,  San  Zeno. — Begun  1138. 
Cefalu. — 1 145. 
-Pisa,  Baptistry. — 1 1 53-78. 
Pisa,  Cami)anile. — Begun  11 74. 
Monrcale. — 1 1 74-89. 

Florence,    Baj)tistry.  —  Founded    seventh    or   eighth    century;    re- 
modeled c.  1200. 

GERMANY 

Lorsch  (porch). — 774. 

Aix-la-Chapelle  (Charlemagne's  chapel). — 796-804. 

Frankfort.   Salvatorskapelle. — 852. 

Saint  Gall  (Switzerland). — Ninth  century. 

Cologne,  Saint  Mary  of  the  Capitol. — After  1000.     (Founded  700.) 

Cologne,  the  Holy  Apostles. — Eleventh  to  thirteenth  century. 
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Eisenach,  Wartburg. — Built  1067;  rebuilt  1130-50;  remodeled  1190. 

Hildesheim,  Saint  Michael. — Built  1001-33;    remodeled  1186. 

Speyer. — Founded  1030;    remodeled  twelfth  century. 

Drubeck. — Early  twelfth  century. 

Gemrode. — Founded  ninth  centiuy;   rebuilt  twelfth  century. 

Paulinzelle. — Twelfth  century. 
^—* Worms. — Twelfth  century. 
■ — 'Mainz. — Begun  978;   largely  thirteenth  century. 

FRANCE 

-jicBeauvais,  Basse-CEuvre. — Eighth  century  (?). 
Germigny-les-  Prcs . — 80 1-806 . 
Montier-en-Der. — 960-998. 
Vignory. — 1050-52. 

Jumiegcs. — Begun  1040;    consecrated   1067. 
Clermont-Ferrand,  Notre  Dame  du  Port. — Mid-eleventh  century. 
Toulouse,  Saint  Scmin. — Begun   1080;  worked  on  in   twelfth  and 

thirteenth  centuries. 
Cluny. — 1089. 

Poitiers,  Notre  Dame  la  Grande. — End  eleventh  century. 
Toumus,  Saint  Philibert. — Eleventh  and  twelfth  centuries. 
Beaulieu-les-Loches. — Eleventh  and  twelfth  centiu-ics. 
Angoulfime. — 1 105-28. 
Perigueux,  Saint  Front. — C.  11 20. 
Vezelay. — Rebuilt  1 13  2. 

Caen,  Saint  Etienne. — Begun  1064;   vaults  c.  1135. 
Caen,  La  Trinite. — Begun  1062;  remodeled  c.  1140. 
Reims,  Saint  Remi. — Romanesque  parts  mo. 
Morienval. — Older  part  c.  1080;   later  11 22. 
Auxerre,  Saint  Germain. — Tower,  early  twelfth  century. 
Autun. — First  half  of  the  twelfth  century. 

Beauvais,  Saint  Etienne. — Vaults  11 80,  but  building  planned  earlier. 
Saint  Gilles. — Late  twelfth  century. 
Saint  Satumin. — Twelfth  century. 
Uz^. — Tower,  twelfth  century. 
-Aries,  Saint  Trophime. — Nave,  first  half  of  the  eleventh  century; 

porch  second  half  of  the  twelfth. 

ENGLAND 

Earl's  Barton. — Early  eleventh  century  (?). 

London,  The  Tower,   Saint  John's  Chapel. — End  of  the  eleventh 
century. 
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Durham. — C.  1006-11,^3. 
Iffley. — Late  twelfth  century. 

SPAIN 

Santullano.— Ninth  century. 
San  Miguel  de  Linio. — Ninth  century. 
Santa  Maria  de  Naranco. — Late  ninth  century. 
Avila,  the  Walls. — logo-oQ- 

Compostela,  Santiago. — Begun  1075;    finished  11 28. 
Leon,  San  Isidore. — End  of  the  eleventh,  beginning  of  the  twelfth 
century. 

BIBLIOGRAPHICAL  NOTE 

A.  Michel's  Jlistoirc  dc  VArt,  vol.  i,  pt.  2,  1005,  contains  a  brilliant 
and  authoritative  siniimary,  by  Camille  Enlart,  of  Romanesque 
architecture.  F.  von  Reber's  History  of  Medieval  Art^  1886,  is  a 
general  history,  now  out-of-date,  but  still  useful,  and  especially 
go^d  on  German  medieval  architecture.  E.  E.  VioUet-le- Due's 
Dictionmiire  raisonne  de  !\irrhih'clure,  1884-88,  although  in  dictionary 
form,  is  a  history  of  architecture  in  many  volumes,  profusely  illus- 
trate 1.  and  representing  probably  the  most  monumental  piece  of 
resea'vh  i:i  the  field  of  medieval  archeology.  G.  Dehio  and  G.  von 
Bezold's  Kirchliehe  Baiikuiisl  des  Ahcndlandes,  i8q2-iooi,  is  a 
scholarly  and  c  ):nprehcisive  work,  with  many  plates  useful  for  the 
architect  and  slirleit.  J.  A.  Brutail's  L\irch6ologie  du  tnoycn  dge, 
iQDD,  is  a  cautioiis  and  slircwd  study  in  medieval  archeology,  tending 
to  corrojt  the  inistaAOS  and  exaggerations  of  earlier  and  more  monu- 
mental works.  A.  Marignan's  Les  methodes  du  passS  dans  Varchi- 
olofii''  frd't';iis:\  loii,  on  the  other  hand,  is  an  iconoclastic  book 
attackin^^  thj  so-calle  I  orthodox  school  of  medieval  archeology  in 
Franrc.  It  is  intcreUiti'.^  as  representing  a  healthy  reaction  against 
dogni  Ltis  n,  l)iit  not  convincing.  J.  Quicherat's  Melanges  d^archi- 
nloi^ir,  vol.  2,  .\foyrn  dtir,  18S6,  is  one  of  the  earlier  synthetic  books 
on  me lieval  architecture,  important  at  the  time  of  publication  and 
not  to  be  ne.,docte  I  to-  lay.  Anthyme  Saint-Paul's  Les  Scoles  romanes 
(Annuaire  d'arciicolo^ic  fran(;'  lis?.  187S)  is  a  similar  early  work  of 
rcseirch,  by  one  of  the  most  brillirmt  of  the  French  archeologists. 
L.  Courajo  I's  Orii^inrs  de  Vart  romatv.'  et  f^othique,  i88q,  a  scholarly 
work,  is  more  important  for  Gothic  than  for  Romanesque  art,  but 
vahiiV)le  for  the  study  of  cither.  T.  G.  Jackson's  Byzantine  and 
R  fm  inrsijur  Archilrcturej  iqi.^  already  cited,  devotes  more  space  to 
R  )irincs{]ue  than  to  Byzantine  architecture.     F.  M.  Simpson's  A 
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History  of  Architectural  Development,  vo\.  2,  Medieval,  IQ09,  presents 
a  summary  of  medieval  architecture,  especially  clear  in  the  study  of 
the  development  of  details.  C.  H.  Moore's  The  Character  and 
Development  of  Gothic  Architecture,  1906,  is  a  powerful  study  in  Gothic 
architecture,  with  some  treatment  of  Romanescjue  in  the  early 
chapters.  A.  K.  Porter's  Medieval  Architecture,  igog,  in  two  large 
volumes,  lavishly  illustrated,  represents  painstaking  research  in  the 
field.     It  is  important,  however,  only  for  organic  architecture. 

R.  Cattaneo's  U architettura  in  Italia  dal  secolo  VI.  al  mille  circa, 
i88q,  is  a  profound  piece  of  research  in  the  field  of  Italian  medieval 
architecture,  especially  important  for  Lombard  Romanesque.  F.  de 
Dartein's  V architecture  lomharde,  1865-82,  is  an  early  but  profound 
study  of  Lombard  Romanesque  architecture.  G.  T.  Rivoira's 
Le  origini  delta  architettura  Lombarda,  1Q01-7,  already  cited,  is  of 
great  importance  for  the  study  of  Lombard  Romanescjue.  A. 
K.  Porter's  four-volume  work,  Lombard  Architecture,  191 7,  including 
an  exhaustive  portfolio  of  splendid  illustrations,  is  the  most  modem 
work  on  the  subject,  and  by  a  scholar  of  universally  recognized  au- 
thority. A.  Venturi's  Storia  deWarte  Italiana,  vols.  2  and  3,  1902  and 
1904, are  subdivisions  of  an  encyclopedic  history  of  Italian  art,  already 
cited,  important  for  the  publication  of  new  material  and  profuse 
illustrations.  E.  Bertaux's  Uart  dans  V Italic  mSridionale,  1904, 
presents  an  exhaustive  publication  of  research  in  the  field  of  south 
Italian  medieval  architecture.  It  was  followed  in  igi  i  by  A.  Avena's 
Monumenti  deWItalia  meridionale,  covering  all  the  monuments  of 
the  district,  but  especially  important,  both  in  text  and  superb  illustra- 
tions, for  Romanesque  architecture.  C.  A.  Cummings's  A  History 
of  Architecture  in  Italy,  igoi,  is  a  popular,  accurate,  and  well-illus- 
trated work  on  Italian  medieval  architecture.  There  are  two  volumes, 
the  first  important  for  Romanesque  architecture. 

H.  Otte's  Geschichte  der  romanischen  Baukunst,  1874,  though  old, 
is  an  exhaustive  and  scholarly  work  on  Gorman  Romanescjue  archi- 
tecture. A.  von  Haupt's  Die  Baukunst  der  Germanen  von  der  Volk- 
erwanderung  bis  zu  Karl  dem  Grossen,  1000,  is  a  modem  work  by  a 
profound  student  of  the  architecture  of  the  dark  ages,  using  the 
term  "German"  in  the  broadest  sense,  and  discussing  the  architect- 
ure throughout  Europe.  R.  Adamy's  Die  fnnikische  Thorhalle  zu 
Lorsch,  1891,  an  exhaustive  work  on  a  single  monument,  is  here 
mentioned  on  account  of  the  light  it  throws  on  the  whole  move- 
ment of  the  architecture  of  the  dark  ages.  B.  Ebhardt's  Deutsche 
Bur  gen,  1901,  is  an  illuminating   work  on  the   German  medieval 

castle. 

C.  Enlart's  L* architecture  religieuse  en  France,  1Q02,  is  an  exhaus- 
tive study  of  French  medieval  church  architecture,  really  carrying 
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on  the  work  of  Viollet-lc-Duc.  The  same  author's  ^architecture 
civile  el  militaire  en  France j  1Q04,  is  a  similar  work  on  medieval 
secular  architecture.  R.  de  Lasteyrie's  Varchitecturc  riligieuse  a 
Vipoque  romanc^  1012,  is  the  most  up-to-date  and  authoritative 
work  on  Romanesque  architecture,  devoted  principally  to  the  style 
in  France.  J.  Baum's  Romanesque  Architecture  in  France ^  igi 2, pre- 
sents a  collection  of  excellent  reproductions  of  French  Romanesque 
buildings,  with  an  introduction  (translated)  by  Dr.  Julius  Baum. 
F.  de  Venieihrs  U architecture  byzantine  en  France j  185 1,  gives  the 
old  point  of  view  of  Aquitanian  architecture  in  a  scholarly  way. 
H.  Revoil's  Varchitecturc  romane  dans  le  midi  de  la  Franee^  1873,  is 
an  old  but  exhaustive  work  on  the  Romanesque  architecture  of  south- 
em  France.  \'.  Mortet's  Reciuil  de  tcxtes  relatif  d  Varchitecturc  en 
France y  iqii,  presents  a  collection  of  original  documents,  relating  to 
the  nth  and  12th  centurv  architecture  of  France,  in  an  illumi- 
nating  way.  V.  Ruprich -Robert's  Varchitecturc  normandCj  1884-8Q, 
is  a  monumental  book  of  research  on  French  and  English  Norman 
Romanesque  architecture,  lavishly  illustrated. 

T.  Rickman's  An  Attempt  to  Discriminate  the  Styles  of  Architecture  in 
England,  1S81,  a  work  now  out  of  date  and  more  important  for 
Gothic  than  for  Romanescjuc  architecture,  is  significant  as  a  step  in 
the  analysis  of  English  church  architecture.  Similarly,  E.  Sharpc's 
The  Seven  Periods  of  English  Architecture,  1871,  a  more  elaborate 
classification  of  English  medieval  architecture,  is  more  important 
for  (jQthic  than  for  Romanesque.  G.  G.  Scott's  English  Church 
Architecture,  1S81,  is  a  synthetic  work  by  a  learned  author,  devoted 
primarily  to  Gothic  architecture,  but  treating  Romanesque.  C.  H. 
Mcx)rc's  The  Medieval  Church  Architecture  of  England,  191 2,  is  a 
broad  elal)oration  of  the  point  of  view  toward  English  medieval 
architecture  reveled  in  the  author's  Gothic  Architecture.  It  is  a 
somewhat  biased  Imt  up-to-date  and  scholarly  book.  F.  Bond's 
.1;/  Iniroauciion  to  English  Church  Architecture,  19 13,  is  an  exhaustive, 
scholarly,  and  up-to-date  work,  lavishly  illustrated,  on  English  church 
architecture  from  the  eleventh  to  the  sixteenth  century.  J.  D. 
Mackenzie's  The  CasHes  of  England,  18S7,  an  exhaustive,  elaborate, 
and  richly  illustrated  vohnnc,  is  excellent  for  the  study  of  the  English 
medieval  castle. 

V.  Lampcrez  y  Roniea's  Ilistoria  de  la  Arquitectura  Cristiana  Es- 
pdfwla  en  la  Eddd  Media,  k^oo,  is  by  far  the  most  original  and  exhaus- 
tive work  on  medieval  Spanish  architecture.  A,  G.  B.  Schayes's 
Histoire  de  rareliiteeture  en  Belgique,  1850-60,  a  work  of  several 
\-()liinics,  now  out  of  date,  is  still  the  important  authority  on  the 
medieval  architecture  of  Flanders. 


CHAPTER  IX 
GOTHIC  ARCHITECTyRE 

Origin  of  the  term.  The  word  **  Gothic, "  applied  to  art, 
originated  as  a  term  of  opprobrium.  From  the  beginning  of 
the  Renaissance  to  the  romantic  revival  in  the  nineteenth 
century  medieval  art  was  regarded  as  barbaric.  The  most 
striking  as  well  as  the  most  numerous  monuments  of  medieval 
architecttu*e  were  those  of  the  pointed  style,  and  these  came  to 
be  called  ** Gothic"  as  a  synonym  for  *' barbaric."  It  is  in 
this  sense  that  Molicre  speaks  of 

.  .  .  Le  fade  gout  des  monuments  gothiques 
Ces  monstres  odieux  des  sieclcs  ignorants 
Que  de  la  barbaric  ont  vomis  les  torrents.  .  .  } 

Boileau,  La  Bruy^re,  Rousseau,  attacked  Gothic  art  with  a 
violence  at  once  bitter  and  illimiinating.  By  the  time  taste 
changed  the  word  was  fixed.  Now  the  oblivion  which 
generally  shrouds  the  origin  of  the  name  is  perhaps  the  best 
proof  of  the  vindication  of  the  art. 

Priority  of  France.  At  the  period  of  its  development, 
Gothic  architecture  was  generally  called  ** French  work" 
(opus  francigenum)  and  the  priority  of  France  in  the  style  is 
thus  attested.  For  this  reason  some  writers  have  urged  that 
the  style  be  called  not  Gothic,  but  PVench.  Such  a  change 
"^'ould  be,  however,  not  only  im])ractical  but  misleading.  As 
a  variant  of  this  classification,  it  has  been  suggested  that  tlie 
word  Gothic  be  retained,  but  that  it  be  ai)plied  only  to  the 

*  The  rank  taste  of  Gothic  monuments, 
These  odious  monsters  of  the  ignorant  centuries, 
Which  the  torrents  of  barbarism  spewed  forth. 
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architecture  of  the  He  de  France,  and  that  the  contemporary 
styles  outside  of  France  be  called  merely  *' pointed  architect- 
ure.** In  support  of  this  attitude  it  has  been  pointed  out 
that  fundamentally  organic  architecture  was  developed  in  the 
He  de  France,  and  the  so-called  Gothic  styles  of  other  countries 
either  consisted  of  imitation  of  this  or  of  a  superficial  applica- 
tion of  pointed  or  Gothic  detail  to  buildings  which  were  con- 
structed according  to  Romanesque  principles. 

Definition  of  organic  Gothic.  There  are,  however,  grave 
objections  to  this  point  of  view.  Regarded  strictly  from  the 
point  of  view  of  organic  structure,  Gothic  is  a  system  of  vaults, 
supports,  and  buttresses,  the  supports  being  strong  enough  to 
bear  the  crushing  weight  of  the  vaults  only,  and  the  stability 
of  the  structure  maintained  chiefly  by  an  equilibrium  of 
counterthrusts.  Such  a  system  is  to  be  found  perfected  only 
in  the  He  de  France  or  in  imitations  of  the  architecture  of 
that  district.  Many  buildings  of  the  same  age,  however, 
though  they  lack  the  complete  organism  of  the  French,  display 
the  same  characteristics,  especially  the  consistent  use  of  the 
pointed  arch.  In  France  the  systematic  use  of  the  pointed 
arch  became  gefipral  for  structural  reasons.  In  other  countries 
that  mejnber  was  used  unstructurally,  apparently  for  esthetic 
reason^,  btit  this  does  not  justify  the  argument,  which  so  often 
appears  itt  books,  that  the  use  of  the  pointed  arch  outside  of 
the  He  de  France  represents  but  a  superficial  application  of 
French  detail  to  Romanesque  building  by  architects  who  did 
not  understand  the  structural  reasons  which  underlay  the  use 
of  this  detail  in  France.  As  we  have  seen,  the  pointed  arch 
was  used  in  the  Romanesque  period,  and  its  use  for  esthetic 
purposes  in  England  developed  s>'Tichronously  with  its  use 
for  structural  reasons  in  France. 

French  the  great  organic  Gothic,  but  not  the  ofily  Gothic  style. 
Use  of  the  term.  We  must,  therefore,  avoid  the  mistake  of 
calling  Gothic  architecture  solely  French,  or  French  Gothic 
the  only  Gothic.  Aside  from  the  futility  of  tilting  at  finnly 
established  terms,  a  broader  application  of  the  term  is  more 
convenient.  We  may  consider  Gothic  architecture  that  style, 
specially  marked  by  the  general  use  of  the  pointed  arch,  which 
in  all  European  countries  succeeded  the  Romanesque  style, 
and  flourished  until  it  was  in  turn  superseded  by  the  style  of 
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the  Renaissance.  We  may  then  subdivide  the  field  and 
examine  the  characteristics  of  the  art  in  any  one  region.  In 
so  doing,  however,  we  must  inevitably  emphasize  the  struct- 
ural superiority  and  priority  of  the  organic  architecture  of 
the  He  de  France. 

Esthetic  effect  of  revealed  structure.  So  true  is  this  of  the 
Gothic  of  the  He  de  France  that  the  chief  esthetic  effect  of 
the  buildings  of  that  district  is  felt  in  the  logical  expression 
of  the  structure.  Outside  of  France  this  is  not  true,  except 
in  works  clearly  under  French  influence. 

Lack  of  self-consciousness.  Whether  governed  by  structural 
or  esthetic  considerations,  the  Gothic  style  was  developed 
inarticulately.  Its  architects  did  not  seek  to  formulate,  at 
least  in  writing,  the  ideas  which  their  buildings  expressed. 
Though  the  pointed  arch  almost  completely  superseded  the 
round  one,  there  was  no  audible  condemnation  of  the  Roman- 
esque art  of  the  past,  as  the  Gothic  art  was  later  condemned 
in  the  period  of  the  Renaissance. 

Socialistic  character.  This  naivete  may  well  have  been 
caused  by  the  coq^orate  quality  of  the  work,  for  the  Gothic 
cathedral,  like  the  Romanesque,  was  the  expression  not  of 
an  architect,  or  a  patron,  but  of  a  community.  It  is  signifi- 
cant that,  though  archeology'-  has  often  published  the  names 
of  the  architects,  or  magistri  operarii,  of  the  great  Gothic 
cathedrals,  these  names  are  almost  universally  unfamiliar 
and  unnoted.  The  cathedrals  of  Amiens  and  Reims  are  as 
well  known  as  those  of  Florence  and  Rome,  yet  peo])le  who 
would  be  ashamed  not  to  know  about  Brunelleschi  or  Bramante 
would  look  blank  at  the  mention  of  Robert  de  Luzarches  or 
Jean-le-Loup.     In  a  sense  Gothic  art  is  strongly  socialistic. 

Ecclesiastical  and  sccidar  interest.  Although  the  main 
interest  in  the  Gothic  j)eriod  is  in  ecclesiastical  building,  it  is 
not  so  completely  so  as  in  tlie  Romanesque  ])eri()(l  j^receding 
it.  Especially  in  late  Gothic  times  civil  and  military  buildings 
attained  great  imj)ortance.  The  scholar  must,  therefore, 
examine  not  only  churches  and  monasteries,  but  town  and 
guild  halls,  castles,  manors,  fanns,  city  houses,  and  even  well 
heads  and  gibbets  to  gain  anything  like  a  comi)lcte  acquaint- 
ance with  the  style.  Moreover  it  must  not  be  assumed  that 
the  craftsmen  employed  even  on  the  churches  in  the  Gothic 
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period  were  ecclesiastics.     Great  bands  of  lay  builders,  like 
the  maestri  comacini,  traveled  from  place  to  place  as  they 
were  employed  successively  on  one  great  building  after  another. 
This  fact,   and  the  frequent  presence  of  blasphemous  and 
obscene  carvings  in  Gothic  churches,  has  pven  rise  to  a  theory 
that  Gothic  architecture  is  essentially  a  style  of  lay  construc- 
tion,   and    repre- 
sents   a    revolt 
against  the  monk- 
ish domination  of 
an   earlier  age. 
The  facts  do  not 
bear   out  such  a 
theory,   nor  does 
the   profoundly 
religious     expres- 
sion   of    the    fin- 
ished building. 

Gradual     em- 
phasis on  revealed 
stTtKture.  Though 
in  France  the  most 
important  expres- 
sion of  the  devel- 
oped cathedral  lay 
in  the  self-revela- 
tion of  its  struct- 
ure,   the    realiza- 
tion of  the  esthetic 
importance  of  re- 
vealed structure  i-ic    i4i--.\mikn-^.     "i>t   !«o\r  ok  t»k 
did  not  come  to  tArjiLiiKvi, 
the   builders   im- 
mediately.     In  the  bcginnini,'  such  essential  structuml  mem- 
bers as  flj'ing  buttresses,  which  later  came  to  be  otie  of   the 
most   imp()rtant    features    extenially,    were   cniici';ilf(l,      TIk' 
c\'olution  of  Gothic  from  RonnuuMiui'  may  In.'  iraced  hy  the 
gradual  acceptance   of   revealed   stnulure    as    the  uiosL  im- 
portant aid  to  esthetic  elTei-l, 

Aspiring  quality.     The  a.s])irin;;  f|ualily  of  ilie  art  Iius  often 
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been  noted.  The  emphasis  on  the  vertical  line,  the  soaring 
expression  of  the  architecture,  inevitably  suggest  all  that  was 
finest  in  the  religious  ideals  of  the  Middle  Ages.  To  see, 
however,  in  the  vertical  lines  and  branching  ribs  of  the  Gothic 
church  a  reflection  of  the  poetic  sylvan  setting  of  primith'e 
]Dagan  ceremonies  is  to  wander  in  the  realms  of  pure  fancy. 
Aside  from  the  source  of  inspiration,  however,  the  Gothic 
architect  was  vcr\'  clever  at  gaining  the  effects  he  sought. 
Desiring  height,  above  all,  he  narrowed  his  naves  and  tapered 
his  piers  to  exaggerate  this  effect.  The  desired  impression 
of  size  he  got  by  including  and  multiplying  small  members 
admirably  adapted  to  give  scale. 

Date.  In  date  the  Gothic  period  extended  roughly  from 
1 1 50  to  1550.  Certain  indications  of  the  approaching  style 
do,  of  course,  antedate  the  mid-twelfth  century,  just  as  certain 
isolated  structures  in  the  Flamboyant  Gothic  style  postdate 
the  mid-sixteenth,  but  in  general  the  four  centuries  indicated 
compass  the  style. 

Homogeneity.  Gothic  architecture  had  a  national  homo- 
geneity much  greater  than  Romanesque.  Though  there  are 
local  schools  of  Gothic  in  France,  thev  do  not  differ  one  from 
another  so  markedly  as  did  the  Romanesque,  nor  are  they  as 
numerous.  This  fact  is  ]3recisely  what  history  would  lead  us 
to  expect.  In  the  later  Middle  Ages  nations  themselves  had 
become  more  homogeneous.  Central  authority  became 
stronger,  language  purer,  and  individuals  more  conscious  of 
their  own  nationality.  In  districts  where  less  federal  authority 
was  felt  and  where  national  consciousness  was  less  awakened, 
as  in  southwestern  France,  it  is  significant  that  local  schools 
of  architecture  dilTcred  cs])ecially  frorn  the  national  style.  As 
always,  we  find  architecture  recording  history,  and  histor\' 
impressing  architecture. 

(icncral  drccUpmcnt.  Before  attcmi)ting  even  a  classifica- 
tion, it  will  ])e  well  to  say  a  word  about  the  development  of 
the  style  as  a  whole.  Our  jKjint  of  departure  must  clearly  be 
the  transitional  architecture  of  the  He  de  France.  Although 
many  English  writers  have  called  attention  to  the  early  use 
of  the  i)ointed  arch  in  England,  the  English  buildings  can, 
ne\'ertheless,  be  regarded  as  Romanesque  and  not  transitional 
( }ot  hie.     Subsequent  variations  of  the  style  sometimes  neglect- 
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cd  organic  structure,  but  organic  structure  plays  so  funda- 
mental a  role  in  the  art  that  to  the  country  which  developed 
it  belongs  priority  in  the  style.  The  late  twelfth  century  and 
the  early  thirteenth  saw  the  transition  and  development  of 
the  organic  Gothic  style  in  the  He  de  France.  By  1220  (the 
date  of  the  foundation  of  Amiens  cathedral)  the  style  was  well 
understood,  and  the  thirteenth  century'  is  the  age  of  early  but 
fully  developed  Gothic.  Building  in  this  style,  \^^th  refine- 
ment and  superficial  modification,  continued  in  France  through 
the  fourteenth  century,  but  toward  the  close  of  the  period  a 
radical  change  came  over  the  art.  Flamboyant  architecture 
was  devel()i)cd,  having  been  introduced  from  England. 

Dcvclopineni  in  England.  Origin  of  continental  Flamboyant 
architecture.  England,  as  we  ha\^e  seen,  used  the  pointed 
arch  at  an  early  period,  but  the  first  truly  Gothic  buildings  on 
British  soil  represent  French  influence.  The  early  style, 
called  early  English,  or  Lancet,  coincided  with  the  thirteenth 
century.  The  form  of  English  Gothic,  however,  soon  changed. 
The  Englishmen  in  i3ower  in  the  late  Middle  Ages  were  scarcely 
more  than  naturalized  Frenchmen  and  ine\'itably  borrowed 
from  France.  Otiite  as  inevitably,  however,  they  changed 
what  they  borrowed  and  im])ressed  it  with  their  own  genius. 
In  the  fourteenth  centur)',  therefore,  the  English  Gothic  style 
assumed  a  new  exi)ression,  and  the  Decorated  style  came  into 
being.  Toward  the  end  of  the  centur\^  Decorated  details 
were  copied  in  France,  and  the  fifteenth  century  Flamboyant 
(or  flaming)  style  was  developed  along  lines  suggested  by  the 
late  Decorated  or  Curvilinear  style  in  England.  This  Flam- 
boyant st>'lc  s])read  from  France  all  over  the  continent,  and 
is  characteristic  c)f  fifteenth  and  sixteenth  century  architecture 
outside  of  England.  England,  once  more  asserting  her 
originality,  develo]_)ed  in  the  fifteenth  centur}''  the  Perpendicu- 
lar style  which  flourished  there  until  the  advent  of  the 
Renaissance. 

(lassijication.  France.  With  this  general  development  in 
mind,  we  may  attem])t  a  fuller  classification,  and  nimiber  the 
various  centers  of  activity  in  the  Gothic  period.  France  we 
have  ])ut  at  the  head,  and  in  France  we  must  give  priority 
to  the  He  de  France.  Normandy  nearly  kept  pace  with  the 
He  de  France  in  creative  acti\'ity,  and  Picardy  and  Artois  can 
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scarce  be  classified  ai)art  from  these  two.  Together  these 
districts  formed  the  home  of  developing  organic  Gothic.  Other 
divisions  are  less  important.  Burgundy  had  a  style  of  its  own, 
retaining  the  porches,  often  the  square  ends,  and  other  feat- 
ures reminiscent  of  Burgundian  Romanesque.  Another  divi- 
sion mightj>»-inade  of  Champagne,  midway  between  Bur- 
gundy iwi^he  He  de  France,  though  approaching  so  close  to 
the  latter  architecturally  that  the  subdivision  is  hardly  neces- 
sary. A  very  original  style,  the  so-called  Plantagenet,  flour- 
ished in  southwestern  France,  and  was  marked  by  the  use  of 
aisles  the  height  of  the  nave,  by  unusual  domed  vaults,  and 
other  peculiar  features,  showing  strong  English  affinities. 
Still  another  style  developed  in  the  south,  bare  in  decoration 
and  characterized  bv  a  free  use  of  terra  cotta.  Further  divi- 
sions  might  be  made  of  Brittany,  architectui ally  as  well  as 
geographically  close  to  Normandy,  and  central  France,  where 
flourished  a  hybrid  partaking  of  the  characteristics  of  many 
styles.  We  must,  therefore,  note  that,  though  Gothic  archi- 
tecture had  more  national  homogeneity  in  France  than  Ro- 
manesque, it  did  vary  decidedly  according  to  the  district,  and 
the  point  must  be  more  insisted  u])on,  since  we  must  concen- 
trate attention  on  the  structurally  important  architecture  of 
the  north  and  are  in  danger  of  forgetting  the  divergences  of 
the  style  in  other  parts  of  the  country. 

England^  Germany,  Italy,  ayid  Spain,  Outside  of  France 
the  problem  is  simpler  and  the  style  varied  with  the  period 
rather  than  the  district.  In  England,  for  example,  though 
the  Perpendicular  style  differed  widely  from  the  Lancet,  each 
is  found  throughout  the  country'-  during  its  period.  In  Ger- 
many we  find  generally  an  imitation  of  French  work.  At 
times  this  imitation  is  cilmost  slavish,  as  in  the  cathedral  of 
Cologne;  at  times  it  is  ver\'  free,  as  in  the  so-called  Hallen- 
kirchen.  One  may,  therefore,  subdivide  the  Gennan  buildings 
into  two  groups,  the  one  imitative,  the  other  with  a  strongly 
native  flavor.  In  Italy  Gothic  architecture  began  as  an 
importation  of  the  French  Cistercian  style,  but  was  almost 
immediately  modified  to  suit  the  esthetic  demands  of  the 
Italians.  Here  geography  ])layed  some  j)art,  as  in  Tuscany, 
where  the  Tuscan  Romanesque  so  stami^od  the  Gothic  art  of 
the   district,    but   the   chief   variation   was   caused    by   the 
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individual  source  of  inspiration  and  by  date.  In  Spain  the 
style  was  generally  homojjencous.  In  the  beginning  it  was  an 
importation  from  Languedoc  and  Auvcrgne,  soon  modified, 
especially  in  the  south,  however,  by  Moorish  detail  and 
Spanish  taste. 

Gothic  in  oilier  countries.  In  the  Low  Countries  Gothic  was 
imported  from  France  and  shows  little  originality  except  in 
secular  architecture.  The  town  halls  and  guild  halls  of 
Flanders,  however,  show  an  originality  which  gi\'es  the  district 
real  importance.     Finally,   attention  must  be  called  to  the 


imjiortant  architecture  which  was  built,  and  much  of  which 
still  remains,  in  the  Holy  Land,  in  Cyprus,  Rhodes,  Crete, 
and  other  islands  uf  the  Mediterranean.  For  these  monuments 
we  have,  of  course,  to  thank  the  crusaders. 

I  ii>  portaiKC  of  llic  dr.rlopntctil  of  details.  Unfortunately  for 
the  l'>:.,'ical  sliiik'Ut,  one  cannot  select  a  numl>er  of  buildings 
whicii  exhibit  in  chroTinlnjiica]  order  the  steps  in  the  develop- 
ment of  (ir;;anic  Ciothie  architecture.  Progress  was  so  rapid  and 
buildings  so  scMnm  linniogcnemisly  completed  that  the  ad- 
vance of  the  style  m;n'  best  be  illustrated  by  selecting  one  or 
more  details  from  many  buildings.  One  may  then  arrange 
these  details  to  show  the  sle]is  in  the  development  of  organic 
Gothic,  even  though  the  arrangement  be  not  necessarily 
chronnlogical.  Archcologists  may  dispute  as  to  the  locality 
and  dale  of  the  first  sin^-le  (lying  buttress,  but  for  us  it  will  be 
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enough  to  recognize  that  the  single  flying  buttress,  occurring 
as  it  does  in  many  buildings,  represents  a  stnictural  step 
between  the  hidden  fling  buttress  and  the  double  one. 
With  a  grasp  of  the  development  of  the  important  Gothic 
features,  we  are 
then  in  a  position 
to  reconstruct  a 
fully  developed 
organic  Gothic 
building,  or,  if  we 
prefer  concrete 
examples,  to  un- 
derstand why  the 
naves  of  Amiens 
(Figs.  138  and 
142)  and  of  Reims 
(Fig.  144)  have 
been  considered 
]jerfect  examples 
of  the  fully  devel- 
oped early  style. 

The  vault.  The 
most  important 
single  feature  of 
.  the  Gothic  build- 
ing is,  of  course, 
the  vault.  Indeed 
the  whole  study  of 
Gothic  architect- 
ure hinges  upon  ^j^^  144— h!:[m^.  tuic  caihkuk.m..  vikw  of 
the  treatment  of  the  valms  AhTER  the  i'irst  bomhardmknt  in 
the  vault  and  its     i9'4.siiovviN(i  the  level  crowns  of  developed 

,        ^  ,  .  GOTHIC    VAULTS 

abutment.      In 
connection   with 

the  Romanesque  architecture  of  the  He  de  France  we 
have  seen  that  architects  came  to  realize  that  the  vault 
with  level  crowns  could  be  made  li;;hter  and  consinicted 
more  flexibly  than  the  domical  vault.  To  make  the 
crowns  of  the  vault  level  it  was  necessary-  obvinusly  to 
raise  the  crowns  of  the  transverse  and  longitudinal  arches. 
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This  could  be  done  cither  by  stilting  or  by  pointing  these 
arches  or  by  doing  both.  When  the  pointed  arch  was 
thus  structurally  used  for  the  first  time  transitional  Gothic 
began.  Just  where  or  just  when  this  first  occurred  it  is  im- 
possible to  say.  That  the  process  was  slow  and  experimental 
can  be  proved  by  many  monimients,  like  the  churches  of 

Creil,  Langres,  and  Morien- 
val,  where  the  transverse 
arches  are  not  sufficiently 
pointed,  and  are  pieced  out 
by  flat  walls  built  above 
them,  which  raise  the  crowns 
of  the  arches  to  a  point  level, 
or  nearly  level,  with  the  point 
of  intersection  of  the  diagonal 
ribs  or,  in  othcx'  words,  the 
crown  of  the  vault.  Once  this 
plan  was  tried  and  found  suc- 
cessful, the  advantages  of  the 
le\'el  -  crowned  vault  were 
realized  and  the  use  of  this 
graceful,  essentially  Gothic 
form  became  the  rule  (Figs. 
140,  143,  and  144). 

The   abiiUnent.     With  the 
creation  of  a  lighter,  loftier 
fonn  of  vault  came  a  more 
TioNs^  OF  THE  TiTRi  sTs  AND  THEIR  Searching  study  of  its  abut- 
AnrTMKNTs  ment.     Even  when  the  hid- 

den flying  Imttress  was  used  in  Norman  Romanesque  the 
thrusts  f)f  the  vault  were  but  j^'irtially  concentrated  on 
it,  and  much  of  the  resistance  to  them  was  supplied  by  a 
stimly  wall.  The  (i<Uhic  architect  was  slowly  feeling  his  way 
toward  a  comi)lctc  elimination  of  the  wall,  the  place  of  which 
was  ultimately  to  be  taken  by  stained  glass,  and  his  greatest 
])rol)lcm  was  the  concentration  of  the  vault  thrust  on  the 
buttress  which  was  to  o])])()se  it. 

Siiltiuii  of  the  h->)iiiitndinal  rib.  The  solution  of  the  problem 
came  in  the  stiltini^^  of  the  lon^ntudinal  ribs.  In  Romanesque 
architecture  all  ribs  s])rang  from  the  same  level.     A  horizontal 
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FIG.   145       SECTION  OF  C.OTHIC  VACLT- 
ING     CONOH).     SHOWING     THE      HIREC 
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section  of  the  vault  and  its  infillinR  some  feet  above  the 
springing,  at  a  point  where  the  ribs  had  had  a  chance  to 
spread,  would  be  square.  The  whole  mass  exerted  a  firust 
outward,  however,  so  that  a  buttress  to  oppose  it  had  to  have 
a  face  as  broad  as  one  side  of  the  square,  or  as  the  distance 
from  one  diagonal 
at  the  given  level 
to  the  other  at  the 
same  level.  By 
the  stilting  of  the 
longitudinal  rib 
all  this  was 
changed.  While 
the  diagonal  ribs 
began  to  spread 
at  the  main  im- 
post the  two  long- 
itudinals ran  up 
vertically  some 
distance  before 
springing,  thus 
pinching  in  the 
vault  on  the  wall 
side.  A  cross- 
section  of  the 
vault  and  its  in- 
filhng.  or  vaulting 

conoid  as  we  may     fig.  j^f.  -saint  i.ku  ii'i',s>.kbrnt.    viiiw  nr  tub 
call  it,  at  a  point      iNTtnick.  j^howim;  tuic  vailts  and,  Tiiitou«iH 
some   distance      '"^  wiMiows.  thk  i.i.yin.-.  [httri-ssks 
above   the   main 

impost,  would  be  not  square,  biit  tria:l^,'ular,  one  anf;lc 
of  the  conoid  touching  the  wall  {Fig.  145).  The  oblique 
thrusts  of  the  diagonal  ribs  thus  met  and  pushed  nut  at  right 
angles  to  the  long  axis  of  the  builditif;  in  the  direction  of  lYm 
thrust  of  the  transverse  rib,  and  all  tiicse  thnists  were  con- 
centrated on  a  narrow  surface  against  which  the  narrow  face 
of  an  opposing  buttress  could  be  jilaccd.  The  stilling  of 
the  longitudinal  rib  thus  accompli :^hcd  what  the  architect 
most   desired — a  perfect  conccntratimi   of  the  vault   thnists 
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aRainst  a  narrow  surface.  Such  a  form  involved  a  warping  of 
the  vault  web,  and  its  surface  now  took  on  the  peculiar,  plow- 
share form,  difficult  if  not  impossible  to  describe  geometri- 
cally, but  which  the  builders  soon  learned  to  construct  with 
remarkable  skill  (Figs,  142  and  146). 

Flying  buttresses.     While  the  vault  with   its  concentrated 
tlirusts  was  being  evolved,  architects  were  no  less  busy  in 


di'vclnping  buttress  forms  to  stabilize  it.  The  hidden  fljing 
buttress,  desi^'iied  to  c:iit\-  the  thrust  over  the  aisle  roofs  to 
jiier  buttressL's  on  the  outer  wall,  was  to  hand  in  Norman 
Kciniiuu'scme.  and  thnu^'h  this  type  was  wofully  inadequate,  it 
was  adn]iud  in  a  nindifnil  and  refined  fonn  in  the  transitional 
church  nf  Saint  (ienncr-dc-Fly.  Obviously  such  buttresses 
touchcil  the  wall  at  ai>oint  loolowproiKTly  to  meet  the  thrusts 
of  the  navu  vault,  and  the  architects  soon  raised  them  above 
the  aisle  ruof.  as  :a  Saitit  Cemiain-des-Pres,  Paris,  when;  they 
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appear  on  the  exterior  as  genuine  flying  buttresses.  A  virtue 
was  then  made  of  necessity,  and  the  flyinf;  buttresses  were 
soon  one  of  the  most  esthotically  exi^ressive  as  well  as  struct- 
urally important  features  of  the  building. 

Their  dei-ehpnienl.  Structural  logic  ruled  their  develop- 
ment. Architects,  knowing  that  the  chief  [Mints  of  thrust  of 
an  arch  or  vault  were  at  the 
springing  and  at  the  haunch, 
soon  abandoned  the  single  but- 
tress, with  its  single  arch,  and 
composed  a  double  one,  with  an 
arch  to  oppose  the  thrust  of  the 
vault  at  the  springing  and  an- 
other for  that  at  the  haunch. 
When  the  buttresses  sprang 
over  a  single  aisle  this  form  was 
adequate;  when  the  aisles  were 
double  the  first  pair  of  arches 
came  to  an  end  between  the 
inner  and  outer  aisles,  where  a 
pier  was  placed,  and  two  more 
arches,  repeating  the  first  two, 
carried  the  thrusts  to  the  outer 
wall.  The  former  K\-stem  may 
be  seen  in  the  nave  of  Amiens, 
the  latter  in  the  apsidal  end  of 
Reims  (Fig.  147).  When  there 
were  no  aisles,  as  in  the  Sainte 

Chapelle  in  Paris,  the  pier  but-  ,  ,  h_,,,b[s  the  simTii 
tress  was  adequate  and  was  re-  ch.^Vlli.e.  than^vkr^l;  cut 
taincd  (Figs.  139  and  148), 

Their  form  attd  decoration.  At  the  s;ime  time  the  forms  of 
the  buttresses  were  refined.  Their  regular  pilch  ^vas  estab- 
lished, and  they  were  made  to  carry,  by  means  of  covea^d 
channels,  the  water  which  gathered  on  the  nave  nwifs.  At  the 
extremity  of  the  buttresses  this  water  was  thrown  clear  of 
the  face  of  the  wall  from  the  mouths  of  widely  iirnjwlini; 
gargoyles,  grotesquely  carved.  The  backs  of  the  Iniltresses 
were  decorated  with  crockets,  and  the  tops  nf  the  ^,'rcaL  pier- 
buttresses,  to  which  the  arches  sprang,  were  weighted  with 
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pinnacles.  The  outer  side  of  these  great  piers  was  given 
many  set-offs,  which  tended  to  resist  the  weather  and  carry 
off  the  vault  thrusts  more  easily  to  the  ground. 

The  apse.  After  one  has  j^Tasjjed  the  development  of  the 
vault  and  the  abutment,  that  of  other  features  is  easy  to 
understand.     A  single  principle  holds  for  all:   the  fulfilment 


of  .structural  needs  and  the  recognition  of  the  esthetic  value 
of  sui'h  a  fulfilment  frankly  revealed.  Let  us  examine,  for 
exanipk'.  the  develoiiment  of  the  a])se.  Nothing  is  more 
cluiracLeristically  Ooihic  than  the  tremendously  complicated 
chr.'fl  or  east  end  of  the  French  Gothic  building,  yet  it  was 
attained  sim]ily  and  lo';ically  (Fig.  149).  The  primitive  form 
of  apse,  as  we  have  si-en  it  in  early  Christian  times,  was  a 
semieireular  wall  envered  with  a  half-dome.  At  the  period 
of  the  larliest  transilii>nal  Gothic,  the  form  of  the  half-dome 
was  ehim^ied  and  the  vault  given  ceils  resembling  the  gores  of 
a  melon,  which  were  carried  on  ribs  in  harmony  with  the  other 
vaults.  Sueh  a  form,  though  not  necessarily  the  oldest 
example.  api)ears  at  Saint  Martin-dcs-Champs,  Paris.  The 
process  then  became  one  merely  of  deepening  the  cells,  or 
raising  their  enmns,  until  eventually  they  reached  the  le\-el 
of  the  inier-icction  of  their  ri))s.  An  intermediate  stage  may 
be  seen  at  Saitit  Gcnnei-de-Flv.  a  fuUv  developed  example  at 
Amiens. 
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ArrangeMtenl  of  the  apsidal  ribs.  At  first  the  intersection  of 
the  apsidal  ribs  came  at  a  point  touching  the  last  transverse 
rib  of  the  choir,  as  at  Saint  Gcrmer.  This  gave  the  ribs  the 
dangerous  appearance  of  ail  thrusting  against  the  last  trans- 
verse arch  of  the  choir.  The  defect  was  remedied  in  many 
ways,  but  most  successfully  at  Amiens,  where  the  apse  was 
made  more  than  semicircular,  and  two  ribs  sprang  obliquely 
from  the  last  choir  imposts  to  meet  the  apsidal  ribs  at  their 
intersection.     All  the  ribs  were  then  radii  of  a  circle  {Fig.  149), 

The  ambulatory  and  apsidal  chapels.  Meanwhile  the 
ambulatory  and  ajisidal  chapels  developed  apace.  The  vaults 
of  the  former,  being  not  rectangular  but  trapezoidal,  offered 
some  difficulty,  since  the  diagonal  ribs  would  not  meet  at  the 
center  of  the  vault.     This  was  remedied  by  breaking  thfese 

Paris  olh  Piee     Paris  71h  Pier  Amiens  Ueauvais 

FIG.  150 — PLANS  1LH.STRATIN0  THE  DEVELOPMENT  OF  THE  GOTHIC  PIER 


ribs  at  the  intersection  and  thus  forcing  them  to  meet  at  the 
vault  center,  A  similar  arrangement  sufficed  for  the  ribs  of 
the  irregularly  shaped  apsidal  chapels  (Fig.  149). 

The  pier.  The  common  sense  of  the  CiuLhic  architect  and 
his  willingness  even  to  compromise  never  show  more  clearly 
than  in  the  treatment  of  the  piers.  The  most  logical  arrange- 
ment was  to  give  each  member  in  the  vault  a  pUice  in  the 
compound  pier,  and  carry  all  to  the  ground.  Such  a  cluster 
of  supports,  however,  took  up  much  floor  space  and  obstructed 
the  view  of  the  worshipper.  Accordingly  the  builder  first 
grouped  all  his  shafts  at  the  ground  story  im]X)st,  and  gave 
his  main  pier  a  semicircular  form.  Peeling,  however,  that 
more  support  was  needed,  he  first  added  (at  the  sixth  pier  of 
the  nave  of  Paris)  a  single  engaged  shaft  on  the  nave  side  to 
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carry  the  wci(^ht  of  the  nave  riljs  to  the  ground.  At  the 
suventh  jiicr  of  the  same  building  lie  added  three  more  engaged 
shafts  on  the  three  rcmainiii(i  sides  of  the  round  jjier.  and  the 
fully  developed  Gothic  fomi  was  created  and  needed  only 
refinement  (Fi>;.  150).  The  old  Romanesque  system  of  each 
rib  being  represented  to  the  ground  in  the  pier  recurred, 


Tdo-rt* 

EXAMPLES  I 


■uV.il 


French    l-Mamboyant    Gothic    and    in    English 


'1  lie  opiiihii:.  Pliilc  Inicoy.  The  Gothic  system  of  construc- 
tion tcniied  inrvilably  toward  the  suppression  of  the  wall. 
With  llie  pirlVcC  eoncentralion  of  thnist,  the  function  of  the 
wall  bcraine  one  merely  of  excludiii^'  the  weather,  and  this 
could  !".■  done  as  ader|nalely  by  :-;l;iss  as  by  stone.  Momivor 
the  northern  Imilikr  iiesire<l  glass,  as  the  southern  fresco,  for 
story- telling  and  didactic  iiurposes.     The  result  was  an  almost 
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complete  substitution  of  stained  glass  for  stone  wall,  and  the 
building  became  as  it  were  a  vaulted  glass  cage.  The  unit  for 
the  development  of  the  opening  was  the  window  of  two  lights, 
separated  by  a  colimm  and  embraced  by  an  arch.  In 
Romanesque,  and  even  in  Byzantine,  architecture  the  stone 
tympanimi  above  the  lights  had  been  pierced  with  a  third 
opening.  In  early  Gothic  these  openings  received  complicated 
geometric  forms,  and  plate  tracery,  a  tracery  consisting  of 
openings  in  geometric  design  pierced  in  a  thin  plate  of  stone, 
was  the  result. 

Bar  tracery.  While  the  architecture  was  still  developing, 
however,  architects  gradually  discovered  that  a  more  compli- 
cated and  beautiful  tracery  could  be  designed  if  the  system 
of  merely  piercing  a  stone  tympanum  were  abimdoned,  and 
a  new  tracery  of  thin  stone  bars,  ingeniously  interlocking  on 
the  principle  of  the  arch,  were  substituted.  The  substitution 
of  bar  for  plate  tracery  became  general  in  the  later  transitional 
period,  and  remained  constant  in  Gothic  architecture.  The 
stone  bars,  or  mullions,  were  cut  very  thinly  and  delicately,  and 
were  merely  an  enframement  for  the  glass.  The  bits  of  glass, 
in  the  thirteenth  century  scarcely  ever  more  than  six  inches 
long,  were  joined  by  leads  which  at  once  bound  them  and 
supplied  most  of  the  drawing  in  the  design.  The  whole  was 
then  set  in  the  tracery.  The  swiftness  with  which  bar  tracery 
was  accepted  is  proved  in  the  cathedral  of  Paris  by  the  juxta- 
position of  windows  with  plate  and  bar  tracer>^  in  bays  differing 
only  slightly  in  date.  Good  examples  of  plate  tracery  may  be 
seen  at  Soissons,  and  of  bar  tracery  at  Amiens  and  later 
buildings  (Fig.  151). 

Wheel  and  rose  windows.     Bar  tracery  also  made  possible 

the  enormous  w^heel  or  rose  windows  which  commonly  occurred 

in  the  west  end  of  the  churches  of  the  He  de  France.     At  first 

the   designs  for   these  were   severely   geometric,    but   later, 

especially  in  the  Flamboyant  period,  the  lines  were  freer  and 

bewilderingly  complicated.     Chartres  and  Reims  afford  good 

examples  of  the  early  wheel  window;    the  later  rose  may  be 

seen   at   Amiens    (Fig.    141)    and   elsewhere.     As   the    style 

developed,  the  j^assion  of    the  builders  for  li<;litncss  caused 

them    to   fill    even    the    triforitim    with    glass.      This  space, 

generally  blind  on  account  of  the  lean-to  roof  o\qv  the  aisle, 
II 
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was  0])ened  by  covering  the  aisle  with  a  gable  instead  of  a 
lean-to.  In  fourteenth  century  Ijuildinns,  as  at  Troyes,  the 
triforiiun  is,  therefore,  Ht^htcd  like  the  clerestory. 

The  facade.    The  dc\-clopmcnt  of  the  desit'n  of  the  west 
frfjnl  kept  pace  with  that  of  the  other  elements  of  the  buildin;;. 
Lo^ic   demanded    a    preservation    of   the 
trijjartite  division  of  the  facade,  both  hori- 
zonLally  and  vertically,  to  indicate  the  in- 
terior division  of  the  nave  and  aisles  and 
the  three  stories.     De\'elopment  was  in  the 
direction  of  refinement  and  expressivTness. 
The  s]»layinf;  of  the  ojienings  was  deepene<l, 
and  porches  with  a  dcej)  splay  and  covered 
with    caiioiiies   were    placed    in    front   of 
portals.      Oiienin^s   were    enlarged    until 
they  tiiok  up  practically  all  the  space  Iw- 
tweeii    the  liuttresses  which  marked  tlif 
vertical  division  of  the  building.     In  time, 
as  at  Reims  and  later  buildings,  the  ba.scs 
of  these  buttresses  were  lost  in  the  splay- 
iTij;  of  the  jiorches,  and  the  gables  in  thi' 
porch  roofs  were  increased  in  size  and  im- 
portance imtil  they  became  striking  archi- 
tectural feaUire.s.    FlankingwesLem  tourers 
increased    in    sikc,   and  were  bound  by  a 
slone   gallery,    open,  which   revealed    the 
gallic  nini"  I  if  the  nave.     To  undersLiml 
the   dcvclnpmeiit   of   the  west    front,  one 
needs  but  examine  the  fronts  of  the  Abbaj-c- 
au\- Homines  at  faen,  of  the  cathedrals  t if 
Seiilis.  Paris,  Amiens,  and  Reims  in  that 
order.     Add   a  later  work,  like  the  west 
no,  i^j— (iMRTMi  •;.    front  fit  Abbeville,  as  an  example  of  the 
ThiL  Mil  iiiiKv  MiKK    I'liimlinyant  rlfvelnpment,  and  the  progres- 
sion will  l>e  self-revealed  (Fig.  147). 
Tlir  xpiic.     The  sjiire  developed  in  hke  manner.     Roman- 
es(|ne   architeclure   had    shmvn   m^iny  compheated  fomis  of 
spires.     The   C.iihic   develnpnieiit   was  merely   toward  the 
sub-.iinniiiii  i>f  the  imiiited  arch,  with  its  vertical  accent,  for 
llie  p.uiid  uiie,  aiiil  in  ,L;t_'ner:il  toward  a  more  skilful  suppression 


GOTHIC  ARCHITECTURE 


297 


of  all  horizontal  lines  which  might  hamper  the  eye  from  being 

led  upward  (Fig.  152).     In  some  of  the  most  perfect  examples, 

as  at  Senlis  (Fig.  153),  the  transition  between  the  square  tower 

and  the  octagonal  spire  is  made  with  great  subtlety,  the  angles 

being  filled  with  miniature  towers  and  spires,  and  the  vertical 

lines  of  these  re-echoed  and  carried  up  by  gables  set  against 

the  faces  of  the  sloping  octagonal  spire  above.     Although  the 

spire  changed  in  detail,  and  in  later  works  we  find  extreme 

delicacy    and    openwork 

treatment,  the  ideal  and  the 

general  tendency  remained 

the  same.     In  addition  to 

the  western  towers  and 

spires,  tower -Hkc  lanterns 

were  often  placed  over  the 

crossing,  though  this  detail 

is  much  more  characteristic 

of  England  than  of  France. 

In  France  the  crossing  was 

more   often  marked  by   a 

slender  flbche  of  stone,  or  of 

wood  and  lead. 

Capitals  and  their  decora- 
tion. The  development  of 
other  details  in  the  building 
harmonized  with  that  of 
those  which  we  have  studied. 
New  loads  demanded  new 

capitals,  and  forms  were  developed,  based  essentially  on  Byzan- 
tine types,  but  none  the  less  original.  The  capital  was  given 
greater  height,  greater  slcndcrness  below,  and  greater  breadth 
above.  It  was  decorated  with  foliate  and  animal  sculpture, 
more  generally  the  former,  carefully  studied  from  nature.  In 
the  early  work,  unfolding,  bud-like  forms  were  preferred,  and  we 
find  the  young  water-cress  or  tmfolding  fern  carrying  the  four 
angles  of  the  abacus.  As  the  style  i)r()grcsse(l  the  sculi)ture 
became  more  naturalistic  and  less  ex])ressive  functionally. 
Still  later  the  forms  became  brittle,  suggestive  of  the  withered 
leaf,  but  at  all  times  the  carving  was  cris])  and  delicate. 
Esthetically  the  foliate  work  gave  infinite  life  and  vitality  to 


FIG.    153 — SENLIS.      THE   SPIRE 
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a  style  which  might  otherwise  have  been  but  logically 
satisfactor>^ 

The  use  of  sculpture.  The  didactic  as  well  as  the  esthetic 
value  of  sculpture  was  fully  recognized  and,  as  a  result,  carving 
was  profuse  all  over  the  building.  It  is  not  mere  rhetoric 
to  say  that  the  Gothic  cathedral  summed  up  all  the  learning, 
all  the  science,  of  the  Middle  Ages.  The  decorative  piupose 
of  the  sculpture  was,  how^ever,  never  lost.  With  all  the 
freedom  and  naturalism  of  single  details  the  whole,  whether 
on  porch,  galler}%  or  roof,  was  designed  with  strict  reference 
to  esthetic  eflect.  At  times  all  didactic  purj^ose  appears  to 
have  been  lost,  and  we  find  sculi)tures,  like  the  grotesques  and 
gargoyles,  which  are  the  result  of  a  free  play  of  the  carver's 
fancy  and  joy  of  creation.  These  works  give  the  impression 
of  a  building  always  i3eoj)led.  On  account  of  them  the  Gothic 
cathedral  is  never  emi)ty,  never  dead. 

Moldings.  As  one  would  ex;:ecL,  such  a  completely  new 
system  of  architecture  exhibited  a  completely  new  system  of 
moldings.  Since  he  was  not  bound  by  precedent,  the 
architect  studied  and  conventionalized  nature,  and  created 
moldings  which  gave  the  most  masterly  effects  of  light  and 
shade.  The  general  s\'stem  was  that  of  the  inclosure  of  convex 
curves  within  concave  ones,  and  the  resultant  profiles  remind 
one  of  vegetable  fonns  such  as  fruits  in  a  pod,  or  buds  in  a 
calix.  Sculpture  and  molding  appeared,  of  course,  on  the 
exterior  as  well  as  on  the  interior.  Parapets  were  evolved,  to 
ser\x^  the  crowning  function  of  the  classic  cornice,  and  pinnacles 
were  ap])lied  to  many  ])arts  of  the  building,  esixjcially  the 
buttress  ])iers.  The  latter  were  decorated  with  bud-like  forms 
called  crockets,  and  were  toi)ped  with  oniate  finials. 

Polychromy  and  stained  glass.  Polychromy  played  a  much 
more  imi)()rtant  ])art  than  is  generally  recognized  in  Gothic 
arcliitecturc.  Of  course,  tlie  mf)st  gorgeous  polychromatic 
etlects  were  obtained  by  a  c()m])lete  infilling  of  window  space 
with  rich  stained  glass.  An  infinity  of  subjects  was  repre- 
sented, but  rc])resentati()n  was  alwa\'s  subordinated  to  pure 
design.  vSonie  of  the  most  masterly  of  the  world's  designs  in 
col(»r  may  still  be  sc'rn  in  the  interior  of  Chartres.  The  color, 
somL'tinics  fianiing,  sometimes  hushed,  played  vividly  upon  the 
religious  imagination.     I  low  much  is  lost  with  the  destruction 
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of  stained  glass  may  be  gauged  by  comparing  the  interior  of 
Chartres,  where  the  glass  is  largely  preserv^ed,  with  that  of 
Amiens.  Although  the  latter  is  probably  the  more  perfect 
building  architecturally,  its  effect,  as  the  cold  light  streams  in 
from  the  white  glass  of  the  windows,  is  vastly  less  impressive 
than  that  of  Chartres.  The  rich  polychromy  of  the  stained 
glass  was  fortified  by  painting  the  stone  members  of  the 
interior.  Almost  all  traces  of  the  original  painting  of  medieval 
interiors  is  lost,  and  modem  attempts  to  restore  it,  as  in  the 
Sainte  Chapelle  at  Paris,  have  generally  been  gaudy  and 
displeasing. 

Fourteenth  century  Gothic  in  France,  By  the  end  of  the 
thirteenth  century,  with  the  raising  of  such  structures  as 
Amiens  and  Reims  (Figs.  141,  142,  and  154),  Gothic  architect- 
ure in  France  attained  a  full  develoi)ment.  The  architecture 
of  the  succeeding  century  may  be  sketched  summarily.  The 
fourteenth  century  in  France  was  a  period  of  refinement  rather 
than  of  change.  Vaults  and  ribs  became  lighter,  foliate 
sculpture  unfolded  and  further  accented  the  vertical  tendency, 
and  tracer>^  became  so  frail  that  long  bars  were  made  mono- 
lithic for  safety's  sake.  In  some  churches,  as  at  Chartres 
(Fig.  155),  the  chapel  of  the  Virgin  at  the  end  of  the 
chevet  took  on  especial  importance  and  became  almost 
a  separate  little  church.  In  general,  however,  the  plan 
of  the  buildings  remained  the  same,  and  no  decided  change 
occurred  until  the  fifteenth  centur\'.  Before  we  examine 
the  later  art,  we  must  take  up  the  Gothic  architecture  of 
England. 

English  Gothic.  General  characteristics,  Gothic  architect- 
ure in  England  may  be  subdi\'ided  into  three  styles,  corre- 
sponding to  the  thirteenth,  fourteenth,  and  fifteenth  centuries. 
Before  we  examine  indi\ddually  any  one  of  these,  how- 
ever, it  will  be  well  to  note  certain  main  characteristics  of 
the  art  as  a  whole.  These  will  show  how  widely  divergent, 
even  at  an  early  period,  English  Gothic  was  from  F'rench. 
First  and  foremost  one  must  notice  a  dilTcrence  in  structural 
principle.  Organic  Gothic,  in  tlic  sense  that  we  have  studied 
it  in  France,  was  not  developed  in  England.  Tliere  is,  for 
example,  hardly  a  fully  develoi)ed  flying  buttress  system  on 
the  island.     To  the  end  the  Englislimen  depended  on  Roman- 
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esque  sturdmess  for  structural  safety,  and  this  inevitably  gave 
a  different  expression  to  the  Ijuildinjf. 

The  plan.  In  the  plan  the  English  building  was  long,  or 
rather  appears  to  be  long  on  account  of  its  narrowness  (Fig. 
157).  Though  Salisbury  and  Amiens  are  apijroximately  the 
same  in  length,  the  former  appears  much  longer.  The  English 
building  was  given  boldly  projecting  transepts,  and  the 
transepts  were  generally  doubled,  the  shorter  east  of  the 
longer,  giving  the  church  the  archiepiscopal-cross  form  which 


we  have  met  in  Burgundian  Romanesque.  The  cast  end  of 
the  English  church  was  almost  invariably  square,  and  this, 
like  the  archiepiscopal  cross,  seems  surely  to  represent  a 
Cistercian  influence.  The  same  phenomenon  may  be  obser\-eiI 
earlier  in  English  Romanesque,  as  at  Durham.  In  elevati'm 
the  English  building  was  much  lower  than  the  French  (Fig. 
140),  though  the  same  narrowness  which  increased  the  im- 
pression of  length  increased  the  impression  of  height.  The 
English  works  abounded  in  towers,  ;ind  a  \'er\'  striking  featiire 
was  early  made  of  a  great  square  stone  lantern  above  the 
crossing. 

The  vaulting  system.  Fagadcs.  The  ETi.i.;lish  ^'aulting  system, 
except  in  a  few  early  instances,  was  more  com]  >He;iled.  if  less  or- 
ganic, than  the  French.  Ribs  soon  came  to  Ix;  used  even  more 
for  decorative  than  for  structural  imrjirises  and  api>lied  from 
the  point  of  view  of  pure  design.     ]';ic;ades  Ix'canie  decorative 
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screens,  hiding  rather  than  revealing  the  arrangement  behind 
them.  Though  sometimes  extremely  effective,  these  facades 
suffered  as  entrances,  and  portals  shrank  to  comparatively 
tiny  openings,  mere  jjossibilities  of  ingress  rather  than  portals. 
Although  occasionally  the  facades  were  adorned  with  sculpt- 
ures, <is  at   Wells,   in  general   sculpture  played    a    far  less 


important  part  in  England  than  in  France.  Even  in  the 
interiors  sculi>turc  was  scant,  and  the  result  was  a  certain 
bareness  and  loss  \-it:ility  than  in  French  work! 

Tlic  silc.  To  make  uji  for  this  the  English  building  was,  on 
account  of  its  complicated  plan,  extremely  picturesque,  and 
was  almost  invariably  placeil  on  a  fine  site,  which  was  cared 
for  at  the  time  the  Iniildinj,'  wiis  erected  and  has  been  cared  for 
ever  since.  Whether  or  nt>l  this  may  be  accounted  for  by  the 
fact  that  sn  m:uiy  of  the  Eii^'Hsh  churches  were  of  monastic 
fmnulaiion  is  uiiiniixirtiint .  To  any  one  who  has  seen  the  finest 
liiiildingj;  of  Prance  masked  by  the  unsightly  structures  which 
are  ])ennittci1  to  crowd  about  them,  the  beautiful  placing  of 
the  English  buildings  will  cunc  as  a  great  relief. 


GOTHIC  ARCHITECTURE  303 

The  Early  English  style.  '  French  influence.  We  may  now 
take  up  the  various  styles  of  English  Gothic.  As  we  have 
seen,  in  the  beginning  French  im])ortation  plays  an  important 
part,  though  at  times  it  is,  so  to  speak,  once  removed.  Thus 
even  the  dependence  of  English  Gothic  on  English  Romanesque 
is  ultimately  a  dependence  on  Norman  Romanesque.  In 
other  cases,  as  at  Canterburi',  the  influence  is  much  more 


concrete.  Here  William  of  Sens,  a  Frencliman  as  his  name 
reveals,  was  called  to  build  the  church,  and  on  his  death  an 
Englishman,  taught  by  him,  took  up  the  work.  The  Ijuilding 
of  Lincoln  was  ordered  by  Bishop  Hugh,  a  Frenchman,  anil  the 
architect  was  Geoffrey  de  Noyers,  whose  name  i)n>\-es  his 
extraction,  even  though  he  may  ha\'e  l«jen  biirn  in  lini,'land. 
In  short  we  may  say  that  in  origin  the  Early  English  s[\lo  is 
a  combination  of  French  and  Anglo-Nonnan  influences. 

Character  of  Early  English  architecture.  The  most  striking 
characteristic  of  the  style  is  its  simplicity.  Sndpture  is 
scant,  decoration  restrained,  and  the  effect  of  the  building 
depends  on  fine  proportion  anil  scvltc  dignily.     Thf  oi>cnings 
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are  (;<^'icr.illy  lilj^h  and  narrow,  or  lance t-shaj>ed,  and  are  so 
characteristic  that  the  style  is  frequently  called  the  Lancet 
style.     The  construction  is  very  sturdy.     Frequently  shafts 
were   not   brought   down   e^'en   to   the  main   impost.     The 
massi\-enes>;  of  the  round  ])iers  was  frequently  disguised,  how- 
ever,   by   dusters   of    shafts,    engaged   or  free,    about   them. 
These    shafts    were    often 
made  of  the  dark  Purbeck 
marble  which  was  the  de- 
light of  the  English  builder. 
The    Early    English    style 
may  be  studied  in  the  more 
imijortant  parts  of  Canter- 
Inirj',  Lincoln,    and    Wells, 
and   in   other  monuments. 
Salisbury,   however,   which 
was  begun  in  razo,  the  year 
of  the  foundation  of  Am.iens, 
and  was  practically  finished 
by  1258,  is  the  most  homo- 
geneous building  in  the  st\-le 
(Figs.  138,140, 156,  and  15;). 
The  Decorated  style.     By 
the  end  of  the  thirteenth 
iiu,  i,-,N    '■'^'''"^"■"|.^  "Mmii""^'"'^'^      ceiitur)'  the  severity  of  the 
Early    English    style    was 
abandoned    and   the    Dec- 
orated   slyle,   sciiietimcs   called    the    Cieometric,   and,   in  its 
later  as])e<-t,  the  ('ur\-ihnear,  tiwik  its  place.     It  was  marked 
by    a    profusion    of    orn;iment.     Ribs    were    multiplied,    and 
liernes  and  tiercerons,  or  intenriediate  ribs,  were  run  from  rib 
to  rib,  or  from  rib  to  impost.     Arches  received  many  orders, 
and  were  ern-iched  with  cinn]ilieate(l  moldinj-s.      Above  all, 
oi>enings  were  enl[ip.;c(l  and  fitted  willi  elaborate  tracery  design. 
Tilts  tracery,  jinihis^  as  it  was,  at  iirst  followed  severe  geo- 
melric  pallcnis,  Imt  later  it  grew  more  riotous,  and  eccentric 
curves   Were   iiitmihurd.     lu   time   the   wavy-lined   tracery 
became    the  rule,    am!   itHerlaeed   arcades  with   ogee  cur%*es 
bcriime   cnmittnii.     The  general   elTect  was  richer  and  less 
orderly  lliaii  liiat  nf  the  Early  English  style.     There  are  no 
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homoKeneous  Decorated  cathedrals,  but  larRC  portions  of 
buildings,  like  the  famous  anj^cl  choir  of  Lincoln  (Fig.  158}, 
the  nave  of  Lincoln,  and  the  choir  (Fig.  159)  and  west  front 
of  York  Minster,  exhibit  the  style. 

The  Perpendicular  style.  Despite  its  richness  the  Decorated 
style  was  destined  to  be  driven  out  in  the  fifteenth  century  by 
the  Perpendicular,  the  last,  and  in  some 
respects  the  most  original,  of  the  English 
styles.  In  this  style  unsparing  emphasis 
was  laid  on  the  vertical  line.  Ribs  were 
brought  direct  to  the  pavement.  Open- 
ings were  tremendously  enlarged,  and 
filled  with  tracery  composed  of  vertical 
bars,  which  ran  from  top  to  bottom, 
joined  at  intcr\'als  by  shorter  horizontal 
members.  The  effect  was  to  emphasize 
not  only  the  peri)endicular  but  the  rect- 
angle. Rectangular  panelling  became 
general,  and  walls  and  vault  surfaces 
were  given  an  all-over  pattern  of  similar 
design. 

Vaults  and  supports.  Vaults  received 
the  most  complicated  treatment  in  the 
history  of  Gothic.  Licmes  and  ticrcerons 
were  multiplied  until  it  t)ecame  almost 
impos.sible  to  distinguish  the  functional 
ribs  from  the  decorati\-c.  Indec<i  there 
scarcely  were  functional  ribs,  f(.r  the 
vaults  were  practically  homogeneous, 
with  an  applique  of  decorative  ribs.  At  j  1 ;  l  ;  f  r  t* 
the  same  time  the  "fan  vault"  (Fig.  161) 

was  developed — the  most  fiimous  vault  i-ic.  159— vork.  the 
form  of  the  style.  The  name  is  both  ^^'^■'i^'  "t'  the  ciiom 
descriptive  and  misleading.  In  a  fan 
vault  the  ribs  radiate  fanwise  from  the  maiii  impost.  The 
vaulting  conoid  is,  howe\'er,  nearly  circular,  so  the  ribs 
branch  to  follow  roughly  the  lines  of  an  inverted  conca\'e 
cone.  The  effect  from  below  is  \-ery  like  that  of  the  branch- 
ing foliage  of  a  tree,  and  the  form  is  one  of  the  most  beau- 
tiful in  Enghsh  Gothic.     With  the  complication  of  the  ribs 
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came  further  ramifications.  Keystones,  for  example,  were 
desit;ned  as  larf,'e  jjt'ndent  stones,  safe,  since  monolithic. 
Openwork,  too,  in  the  members  of  vault  and  support,  be- 
came common. 

Arches.  Arches  were  given  new  forms.  They  were  flattened, 
struck  from  sc\-eral  centers  and  sometimes  came  to  a  flattened 
I>oint  like  a  depressed  oj-ee. 
The  flattened,  so-called 
"Tudor"  arch  became  a 
great  favorite  at  a  later 
date.  At  the  same  time 
the  square  east  ends  were 
finished  with  tremendous 
windows,  filled  with  Perpen- 
dicular tracery. 

Examples.     Examples   of 
the  Perjjcndicular  style  are 
more  numerous  than  those 
of  the  Decorated.     One  of 
the   best    ts    Henry   VH.'s 
chapel,    Westminster    (Fifj- 
160).   and   an   equally   fine 
and  consistent  sijecimen  is 
Saint    George's   chapel. 
Windsor.     Perhaps  the  fin- 
est   of    all    is    Gloucester, 
where  transept,  choir,  and 
m..  iMi    [.r.Mjns,    iv[>i\i]NviKK      cluisters   (Fig,    161)   are   in 
.Minn,     111  Nki  \[i.  -  ui.viKL         j^i^^       Perpendicular 
style.     The    last    named 
offer  .■^■mif  of  t]if  mnjil  |)iTft.ct  specimens  of  the  fan  vault  in 
I-n>:k,n.!. 

FUiiiihKvaiil  l.'.'thu-.  'flic  slylc  /»  France.  Turning  to  France 
wc  may  now  study  Ihf  Flaiiil«iy;mt  style.  No  new  construc- 
tive |)riiH'iiile  is  iKTf  involvi'd,  the  style  being  one  merely  of 
a  new  arbitrary  dw'iralive  system,  the  basis  of  which  is  an 
nii|»isilii>n  of  tiLne  ti'  cninUT-CTin-e.  All  the  germs  of  French 
I"l;tinboyant  are  to  be  fnunil  in  Kufjlish  Curvilinear.  French 
vaults  became coni]ili<at eel.  Lienies  and  tiercerons  were intnv 
dueed,  althnuj;h  the  leiidenry  was  to  join  rib  to  rib,  rather  than 
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rib  to  impost.  Above  all .  the  lines  were  wavy  and  the  ogee  arch 
common.  The  pointed  arch,  especially  in  the  interlaced  arcade, 
had  an  alternate  concave  and  convex  profile.  Openwork, 
whether  in  porch  gable,  spire,  or  abutment,  became  common, 
and  extraordinary  lace-like  effects  were  obtained.  The 
expression  was  one  of  delicacy  rather  than  strength,  and  a 
certain  nervous   restlessness  ts  added.     The   flattened  arch 
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became  very  common.  Local  differences  broke  down,  and 
the  same  Flamboyant  style  was  api^licd  in  all  localities  of 
France.  It  was  a  unified  France  which  saw  the  elements  of 
the  style  and  accepted  them  from  England, 

Examples.  The  first  clearly  Flamfioysint  Ijuilding  in  France 
is  the  chapel  of  Saint  John  in  Amiens  cathedral,  built  from  1,5.17 
to  137s-  Thence  the  style  spread  abroad,  good  exam|)]cs 
being  the  cathedrals  of  Quimper,  Nantes,  and  Ch;inil>t3r\-. 
Saint  Ouen  at  Rouen  (Fig.  162),  and  the  church  of  Saint 
Vulfram,  Abbeville  (Fig.  163).  These  are  all  of  the  fifteenth 
century,  but  the  style  continued  vigorous  until  long  into  the 
sixteenth.  Saint  Maciou  at  Rouen  (Fig.  164),  one  of  the 
finest  of  French  Flamboyant  buildings,  was  not  completed  until 


3o8        A  HISTORY  OF  ARCHITECTURE 

1541,  and  the  Flamboyant  south  transept  of  Beauvais  dates 
from  1548.  The  dates  of  these  later  buildings  are  especially 
interesting,  since  they  coincide  with  what  is  generally  con- 
sidered the  Renaissance  in  France. 

German  Gothic.  Original  atid  imitative 
qualities.  When  we  approach  the  sub- 
ject of  German  Gothic  we  find  that  dif- 
ferent conditions  produced  different  re- 
sults. The  Germans  accepted  Gothic 
with  reluctance.  They  already  had  a 
vigorous,  highly  original  style  in  their 
Romanesque,  which  expressed  their  na- 
tional genius.  The  Gothic  movement  in 
Germany  was,  therefore,  a  late  one,  and 
the  period  of  transition,  when  Gothic 
was  being  accejjted,  was  long.  Ger- 
many generally  owed  her  Gothic  to 
France,  and  we  are  even  indebted  to  a 
German  for  the  phrase  "opus  franci- 
genum"  as  a  description  of  Gothic.  This 
docs  not  mean,  however,  that  the  Ger- 
man style  does  not  show  originality,  and 
frequently  differ  widely  from  the  French. 
For  purjKises  of  chussificalion,  as  already 
suggested,  one  may  divide  the  German 
Gothic  buildings  into  two  classes,  original 
and  imitative,  according  to  the  degree 
of  originality  in  the  work. 

Early  tiioiiiwiculs.    As  one  would  ex- 
jiect,  the  early  German  Gothic  buildings 
-  showed   a   high   degree    of   originality. 
i^r,  I   1   t  .t   til"-     They  represent  a  reminiscence  of  Ger- 
man Romanesque  with  a  free  applica- 
in,.  I'.'    Roi  IN,  >.MNr  linn  of  French  Gothic  detail.     Such  a 
n<hs.     -.\>i,.:\i         catlH-dral    as    Bamberg    {Fig.    165).   for 
exam|)k-.  showw  a  clear  compromise  be- 
Iwitn  two  ardiiUvtural  stsles.  the  Gothic  character  showing 
only  in  tlie  ^l•llsi^lently  ])ointe<I  vimlts  and  arches  and  in  the 
ni'iMings.      \nr  is   Bamberg   an   isnlated  example.      Many 
(ilher  churches  of  [i[i]mi\iniaifly  the  same  date,  among  them 
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the  cathedrals  of  Naumburg  and  Munster  {Fig.  166),  exhibit 
the  same  compromise  between  French  Gothic  and  German 
Romanesque,  though  they  differ  in  detail,  as  German  Roman- 
esque buildings  differ  one  from  another.     As  time  went  on 
the    tendency   to 
imitate    French 
forms    became 
more  marked. 

Imitative  works. 
By  far  the  best 
known  of  the  so- 
called  imitative 
monuments  are 
copies,  more  or 
less  free,  of  the 
churches  of  north- 
em  France.  What 
has  often  been 
called  the  first 
purely  Gothic 
church  of  Ger- 
many was  built 
between  1227  and 
1243,  at  Treves, 
in  fairly  faithful 
imitation  of  the 
church    of    Saint 

Yved  at  Braisne.  kh;.  i<>3— abhkvu.i.k.  svivt  vilf-ram.  ttie 
The   minsters    of  "■'-^'"  ''"UfALs 

Strasburg  and 

Freiburg  (Figs.  167  and  16S)  soon  followed  it,  the  latter 
largely  dependent  on  the  former,  but  both  harking  back  to 
the  abbey  of  Saint  Denis  as  a  prototype,  though  in  neither 
building  do  we  meet  mere  copyism.  Perhaps  the  must 
imitative  of  all  the  German  cathedrals  is  Colngne  (Fig.  13S;. 
reproducing  the  system  of  Amiens  with  great  fidelity  ami 
possibly  even  begun  by  a  Frenciiman.  This  cathedral  has, 
however,  more  homogeneity  than  Amiens,  and  diwrges  from 
it  in  many  minor  details. 

The  Hallenkirclwn.     Probably  the  least  imitative  and  most 
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native  Gothic  churches  of  Germany  were  the  Hallenldrchen, 
or  hall   churches.     These  were  three-aisled  buildings,   with 
domical  vaults,  the  aisle  vaults  being  as  high  as  those  of  the 
nave,  and  the  building  thus  having  the  appearance  of  a  great 
hall.     It  is  probable  that  they  were  originally  inspired  by  the 
churches  of  much  the  same  sort  characteristic  of  southwestern 
France.     However  this  may 
be,  the  Hallenldrchen  were 
developed  in  Germany  and 
increased  in  popularity  from 
the  early  Gothic  through  the 
Flamboyant  i>eriod,  and  be- 
came   the   most   character- 
istically German  of  all  the 
Gothic   t>i)es.     The   first 
frankly     Gothic    example 
e    been     the 
Elizalx;th  at 
139,  169,  and 
gtwcen   1235 
■e,  as  though 
to  emphasize  the  native  Ger- 
man quality  of  the  type,  the 
plan  is  made  three  shelled, 
with  a  polygonal   apse   the 
FKi.  164— R(UE\.    SAINT  MACLOu.      brcadth  of  thc aislclcss chojr, 
^ ' '"  '"'  -      -■    s      ■,     ^^  J  transepts  of  the   same 

size  with  polygonal  ends. 
This  type  was  hiter  cxtensi\'ely  fnllowed.  as  in  the  Wiesen- 
kirche  at  Sutst.  ami  the  (hurch  of  Saint  George  at  Nordlingen 
(Fig.  170),  and  011  account  of  its  simplicity  it  found  particular 
favor  in  ilistricis  whi.Tc  brick  was  the  chief  building  material. 
I'oiirkriitli  cailiiry  (•olliic  in  (icriiuuiy.  In  the  fourteenth 
century  Guihic  art,  so  rcliictuntly  accepted  in  Germany, 
cxpaniicd  pro(!i}.;ious|y.  Fnurieenlh  century  German  Gothic 
did  ni't.  hmvcviT.  shmv  great  originalily.  The  period  was  one 
of  c\]i;insii)n  riitiicr  than  prof^ress.  As  in  France,  progress  was 
in  ilic  ilirectiiiri  ni  li;.;htnfss,  an<l  forms  at  times  became  almost 
emaciated.  ScuIjUurc  iqicd  the  jffevailing  French  mode, 
exaggerating  the  French  grimace,  and  foliate  carving  flung 
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off  all  restraint.  On  the  other  hand  the  plans  were  kept 
simple  and  the  Hallenkirche  was  a  Rreat  favorite.  Among  the 
most  original  mommients  of  the  period  may  be  mentioned  the 
cathedral  of  Ulm,  built  in  1377.  As  types  of  the  fourteenth 
t-entury  Hallenkirchen  wc  may  mention  the  church  of  the 
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Holy   Cross   at   Gmund,    and    that    of   Saint    Lawrence   at 
Numberg. 

Fifteenth  century  Gothic  in  Gcniiauy.  The  fifteenth  century 
Gothic  of  Germany,  excejjt  for  tlie  importation  of  sume  Flam- 
boyant French  details,  developed  from  that  of  the  fourteenth. 
The  style  was  in  larj;e  measure  independent,  and  was  able  to 
influence  even  Italy  and  France.  In  general  the  art  was  a  culmi- 
nation of  the  lightness  aimed  at  in  the  fourteenth  century. 
Columns  were  simplified  to  the  point  of  nudity,  fonns  tliinncd, 
but  combinations  of  memlx'rs  became  extraordinarily  complex. 
Thus  without  direct  imiiatiun  the  style  appmaclied  the 
character  of  English  PeqiendicuJar  Gothic.  Vaults,  for 
example,  were  often  merely  barrel  vaults  interjJenetrated  at 
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right  angles  by  other  barrel  vaults  of  less  height,  and  the  inner 
surfaces  of  both  covered  with  a  network  of  decorative  ribs.     At 
the  same  time  a  dccorati\'i,'  system  of   lozenge-like  paneling 
was  developed  which  bears  the  closest  analogy  to  the  English 
Perpendicular  paneling.      The  HaJlenkirche,  always  po])ular, 
now  recei\-ed  its  greatest  develoimient.    At  the  same  time 
the  technique  of  the  builders  and  carvers  became  very  skilful, 
and  they  were  generally 
regarded   in  other  coun- 
tries as  the  equals  if  not 
the   superiors  of  the 
French. 

The  fifteenth  century 
Hallcnkircke.  As  c.\- 
am]»lesof  theHallenkirchc 
in  the  fifteenth  centurj' 
one  may  cite  the  five- 
aisled  Liebfrauenkirche  of 
Miilhatisen,  the  cathedral 
of  Munich,  and  many 
othcrs.  Even  where  the 
clerestory  is  preserved, 
however,  the  fifteenth 
century  building  appears 
1  ijcarccly  less  distinctively 
'■'■'•'  1»  Gcnnan,  and  one  would 

never  mistake  the  vaults 

at  Gorlitz  (1423-97) 
or  tiv.si'  of  the  cluirch  of  Rami.  Mary  at  Halle  (1535-54). 
with  ihi'ir  tliiiinci!  memlx'rs  and  lozenge  decoration,  for  any- 
thing but  Oennan. 

Spanish  (iolliic.  The  hlstorj'  of  the  Gothic  in  Spain  is 
analogous  to  that  of  the  slylc  in  other  countries  outside  of 
I'rance.  Thfiv  occurred  tlie  same  im|)ortation  of  French 
dciail,  the  saiiie  mmhrication  of  the  art  according  to  local 
needs,  climalc.  and  national  taste.  In  the  beginning  the 
imiiorlalinn  from  France  and  c^jn'cially  from  Auvergne  and 
1-angtiedrH-  was  vcrv  marked,  but  snon  iiis])iration  came  from 
alluver  France. 
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General  characteristics.    Many  special  characteristics,  how- 
ever, differentiated  the  Spanish  church  from  its  French  model, 
and  gave  it  originality.     Exigencies  of  climate  as  well  as  the 
abundance  of  classical  monuments   suggested  a  flattening  of 
roofs  and  an  accenting  of  the  horizontal.     Large  window  space 
was  not  needed  in  a  sunny  climate,  and  often  the  clerestory 
almost  disappeared.     The  triforium  was  frequently  suppressed, 
as  suggested  by  the  almost 
flat  aisle  roofs.     With  the 
accent    on    the   horizontal 
line  and  the  contraction  of 
openings,   came    inevitably 
broad  wall  surfaces,  which 
increased  the  classic  feeling 
of  the  edifice.     There  is  a 
diminishing  of  Gothic  rest- 
lessnessand  an  increase  of 
classic  repose  in  the  Sjjanish 
work.     Decoration,  on  the 
other  hand,  took  on  a  char- 
acteristically     Spanish 
sparkle.    Undercutting  was 
deep,  edges  crisp,  contrast 
strong,  and  broad  contrasts 
arranged  between  profusely 
decorated  and  wholly  bare 

surfaces.     Carving  became     ''"■■  "iy— FfRiftiiKi;.     tite  MiNSTiik, 
especially  exuberant  during 
the  Flamboyant  period,  and 

a  steadily  increasing  Saracenic  influence  tended  to  exaggerate 
the  already  exotic  quality  of  the  forms. 

The  interior.  The  interior  of  the  Spanish  church  \v;ls 
generally  dark  and  roomy.  Piers  were  widely  sjiaced  and 
massy,  vaults  lower  than  in  France.  Peculiarities  of  the 
Spanish  buildings  were  the  capilla  mayor  and  the  coro.  The 
former  was  the  apsidal  chapel,  bounded  by  the  amlmlatory, 
almost  completely  screened  fnim  the  rest  of  the  chureli.  The 
latter  was  an  equally  screened  choir,  arranged  wist  of  the 
crossing.  These  features  tended  to  bre.-ik  u|)  llie  inlcrior  and 
render  its  size  more  difhciilL  to  appreciaic  (Fig.  1 7  [). 
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Twelfth  century  Spanish  Gothic.    As  one  might  expect,  the 
twelfth  century  Spanish  buildings  are  somewhat  chaotic.     In 
Catalonia,  for  example,  the  abbeys  of  Poblet  and  Santa  Creus 
were  founded  by  monks  from  near  Narbonne,  and  show  the 
influence  of  the  architecture  of  Langue- 
doc.    On  the  other  hand,  the  Cistercian 
churches  of  Alcobaza  (Portugal)  and 
Las  Huclgas.  near  Burgos,  display  the 
strongly  domical  vaults  and  nave  and 
aisles   of   equal    height   which    south- 
western France  Ka\'e  alike  to  them  and 
to  Gei-many. 

Thirteenth  century  Spanish  Gothic. 
In  the  thirteenth  centur\'  inspiration 
came  from  northern  France,  and  Sjjan- 
ish  architecture,  without  losing  its  own 
identity,  rivaled  French.  The  best 
kno\vn  and  finest  works  of  the  jieriod 
jtre  the  cathedrals  of  Burgos,  Toledo 
(Fig.  171),  and  I-eon.  The  inspiration 
for  the  first  two  came  from  Bourges; 
that  of  the  last  from  buildings  farther 
north  in  the  He  dc  France  and  Cham- 
jiagnc.  Burgos  and  Toledo  resemble 
each  other  cloicly.  The  former  was 
fnunded  in  1226,  the  latter  somewhat 
laUT,  and  the  same  architects  may 
well  ha\-c  worked  ui>on  both.  Leon 
catlieilral  is  ninre  eclectic  than  Burgos 
i>r  Toledo,  llnnLj^h  it  shows  the  influ- 
I— 111',  ^.jn-^,  fjf  (_^'harlres  more  than  that  of 
any  otluT  single  French  building.  It 
Ml  '\i'\\-ii''m's'mmv\i  '''"'^  ""''  ^"".^''^t  .'iny  dry  eclecticism, 
hiiwcvLT,  bill  rather  has  the  spon- 
Liincily  cif  its  great  French  prototypes, 
il    stems    to    spring,   as    ilny    clu,    from   fine  models  only 

h<'urli\itlh  ctulury  Spiiiii.<h  Gothic.  In  the  fourteenth 
iitury  (lothie  '<(  Si>airi  lliire  a|>perired  the  Siime  tendencies 
in  I'rance,  although  relincnicnl  never  went  so  far  in  the 
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former  country  as  in  the  latter.  The  influence  of  northern 
France  weakened  somewhat,  and  we  find  such  works  as  the 
cathedral  of  Gerona,  begun  in  13 16,  inspired  once  more  by  the 
architecture  of  southern  France. 

Fi/teentk  century  Spanish  Gothic.  The  prosperity  of  Spain 
during  the  fifteenth  century  favored  architectural  de\'elop- 
ment.  As  in  Ger- 
many, we  feel 
much  originality 
in  the  later  work. 
This  is  attained  by 
an  emphasis  on 
the  quahties  which 
we  have  called 
characteristically 
Spanish.  Flat 
roofs  became  more 
common,  carving 
more  sparkling, 
buildings  more 
spacious.  The 
octagonal  lantern 
came  to  be  a  very 
prominent  feature, 
as  at  Barcelona 
and  Valencia. 
The  openwork 
detail  of  French 
Flamboyant     was      v\g.  i6q— M.^Bnrwii.    sAfNi  Ki.izAiiiiTH.    the 

-     ,,  ■>     J    ,  ISTERIOB,    L<")K[N(;    TOWARl*    TUB    APSE 

Specially  suited  to 
Spanish  taste,  and 

was  very  characteristic  of  late  Spanish  Gothic.  The  best 
known  examples  arc  the  openwork  s]iircs  of  Burt;os,  begun  in 
144J,  imit.itcd  not  from  a  French  work  hut  a  Gcnnati  otic,  the 
cathedral  of  Cologne,  The  most  ambitioi.is  church  of  fifteenth 
century  Spain,  the  cathedral  of  Seville  (Figs.  159,  140,  and  J72), 
was  begun  in  1401.  Here  the  warm  climate  of  Andalusia  and 
the  Moorish  influence  of  a  countn,- long  under  Moslem  domina- 
tion exaggerated  the  typieally  Spanish  characteristics  of  the 
architecture.     Roofs  are  never  so  flat,  piers  never  so  widely 
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spaced,  interiors  iievtT  so  gloomy,  as  at  Seville.  The  detail 
has  a  specially  Moorish  eccfiitricity.  Indeed  the  Spaniards 
combined  Moorish  and  Christian  detail  so  skilfully  that 
buildinjjs  like  the  famous  Sevillan  Giralda  (Fig.  172)  present 


O—'         ...— -o 


a  hannniiiinis  whnle  when  actually  constructed  in  several 
dilTereiit  xind  secmiii^'ly  anta^:onislic  jwriods. 

(>ri!:iii  of  the  (iollu'c  style  in  Italy.  In  no  country  were  the 
fumlamenlals  of  the  Gothic  struclural  systems  as  completely 
<lisri'j,'arded  as  in  Italy,  Tieverl hdess  the  style  attained  there 
a  htront;  jjosition  and  produced  monuments  of  great  charm. 
It  wLis.  however,  purely  adventitious.  Italy  was  the  home 
of  dassiciil  Roniiin  architecture.  It  received  Romanesque 
readily,  Init  j;ave  it  so  stnm^;  a  flavor  of  classic  art  that  the 
style,  as  we  ha\'e  seen,  has  often  been  called  that  of  the  proto- 
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Renaissance.     Italy    had     always     been     prone    to    classic 

revivals,  and  in  the  Romanesque  i>eriod  sliowed  signs  of  being 

ready  for  the  greatest  of  them   all — the   Renaissance — when 

the  peninsula  was  ovenvhclmed  by  the  wave  of  Gothic  fashion, 

and  for  two  centuries  the  jjointed  style  was   supreme.      It 

was,  however,  an  imjwrted, 

foreign  fashion,  just  as 

fashion  in  dress  at  the  same 

time  was   imported   from 

Paris.     It  arrived  in  almost 

complete   purity,   at   the 

hands     principally    of    the 

Cistercians,  who  settled   at 

Possanova  in  Latium  (1187), 

and  thence  spread  to  Casa- 

mari  near  Rome  (1217).  San 

Galgano  in  Tuscany   (soon 

after   1217),  and  other  sites. 

These  monks  built  Cistercian 

Gothic  churches  of  an  early 

but  monimiental   sort,  and 

roused  the  Italian  taste  for 

the  pointed  style,  but  Italian 

taste  promptly  modified  the 

style  imported. 

General  character  of  Italian 
Gothic.  The  Italian  archi- 
tects   had    little    sense    of 

logical    structure,   and    thus     nn.    17T  —  tdi.f.do,      cATitF.nRAi.. 
produced     buildings    which     ^■"■•^*'   "'■    ''"'^    iNruB[()B,  looking 
included     mciigcr     buttress 
systems,    tied    vaults,    and 

lacked  all  that  the  French  considered  most  important 
in  the  Gothic  style.  Along  with  this  lack  of  structural 
sense  went  a  disguised  but  rccngni/able  classical  feeling. 
Classical  detail  gave  way,  but  classical  arrangements  and 
emphasis  were  retained.  The  horizontal  Hne,  as  in  Spain, 
was  emphasized.  Intercolumniations  were  broadened,  with 
a  consequent  loss  of  scale.  Wall  spaces  were  broad,  ojienings 
anall,  and  interiors  gave  an  im])reasion  of  roominess  which 
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frequently  went  over  into  bareness.  Climate,  as  well  as 
classical  reminiscence,  played  a  lart;e  role  in  these  changes. 
Since  openings  were  small  and  wall  spaces  broad,  stained  glass 
was  neglected.  Its  place  was  taken  by  mosaic,  and  especially 
by  fresco,  or  painting  in  water  ctilor  on  wet  plaster,  which 
began  as  a  cheap  substitute  for  mosaic.     The  timber  roof  was 


oftet!  siibslitiiti-il  fur  the  vault.  Fa(,-a<les  became  gorgeous 
scnrns,  richly  decorated  in  ciirxcd  marble  and  glass  mosaic, 
behind  wliicli  the  chnrch  often  si-cined  vainly  to  attempt  to 
conceal  itself.  The  Italiim  Ciothic  style  varied  geographically, 
being  sinijiler  in  the  nnrili,  and  empha'^iiiing  polychromy  in 
ceniral  Italy.  It  also  varied  chronnliiL;ieai!y.  We  find  very 
Kim])te  hiiildini;s  in  the  early  (."islcreian  ]ieriod.  and  very 
ramified  ones  when  Flainbriyanl  Gntliie  came  into  vogue. 

luirly  (h'lhic  itrdultxtun-  in  Ikily.  Perhaps  the  best  example 
of  ihc  early  Cistercian  building  in  Italy  is  the  church  of  San 
Martiiio,  near  Viterljo,  built  in  the  mid -thirteenth  century. 
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About  the  same  time  the  church  of  Saint  Francis  was  built 
at  Assisi  (Fig.  173),  and  the  Italian  modification  of  French 
structure  began.  In  proportion  and  general  externa!  effect 
this  building  might  be  Romanesque.  In  the  second  half  of 
the  century  many  Gothic  buildings  were  raised,  the  most 
interesting  of  which  is  the  cathedral  of  Siena.     Here  one  sees 


FIG.    173— ASSISI.       SAN    FRASCIiSCO.       P1„\N 

a  good  example  of  the  Italian  screen-like  fa9ade,  decorated  in 
can'ed  marble  and  (xilychromy,  and  the  stri]}cd  marble  interior 
characteristic  of  Tuscan  architecture.  Many  minor  churches 
were  constructed  in  imitation  of  the  cathedral  buildinRS.  In 
the  north  an  architecture  with  more  organic  feeling  was 
developed  at  Bologna,  where  the  church  of  Saint  Francis 
(1236-40)  shows  a  real  buttress  system.  In  the  south 
Cistercian  ideas  were  mingling  with  architectural  ideas  from 
the  Latin  Orient,  and,  as  ahvays  in  southern  Italy,  the  result 
was  an  interesting  architectural  hj-brid. 

Fourteenth  century  Italian  Gothic.  Fourteenth  century 
Gothic  in  Italy,  as  elsewhere,  developed  chiefly  from  the  local 
architecture  of  the  ijreceding  century-.  In  Florence  we  find 
the  cathedral  {1296-1367)  exaggerating  the  Italian  trend 
toward    wide    intercolumniations,    bare    interiors,    and     the 
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Tuscan  violent  polychromy  applicrl   to    the    fagade    (Figs, 
138,   140,    174,  and   189).     The  triforium   was  omitted,   the 
clerestorj'  reduced,  and  the  0[ieniiiRS  greatly  diminished  in 
size.     The  plan  was  given  a  trefoil  shape  which  reveals  Ger- 
manic influence    (compare   Figs,    iii    and    138).     The    free 
standing  clock  tnwer,  Giotto's  '"Lily  Campanile,"  is  one  of 
the  most  graceful 
examples    of    the 
Italian   polychro- 
matic pointed 
style.    In  Umbria 
the   cathedral    of 
Orvieto    (Fir. 
i/S),  dating  from 
the    end    of    the 
t  h  i  r  t  eenth   and 
the  beginning  of 
the  fourteenth 
century,  shows  an 
imitation  of  Siena, 
The  wooden  roof 
was  frankly  used 
here,   however, 
and  the  contrast 
of  interior  stripes 
is  less  violent 
than   in   Siena. 
The  body  of  the 
church    is    u nob- 
in. .    174— ii.nMi:v<  !■,     thl:  cATUKTiRAi..     vii:w     trusivc, thc fagadc 

111      nii:    ]SLl.R|i>k.    Li"JK1N<^    lOWAKIl    THE    .\V>li       ong     of    thc    mOSt 

gorgeous  and 
k'[ist  siinilc'd  liy  nKidcrii  ivstnration.  The  combination  of 
tho  two  is  nian-fd  \>y  incvilable  incongruity.  In  the  north 
ini])ort;nit  Gnlhic  work  was  done  in  Venice,  in  the  church  of 
Saints  John  and  P;ml,  anil  in  other  towns.  At  the  verj'  end  of 
the  (vniury  the  graceful  Carthusian  abbey  of  Pavia  was  begun, 
with  its  triciinch  ending,  I:mtenis,  and  exterior  galleries,  which 
reveal  the  influence  of  Oemiany  once  more. 

Fi/lcciitli   century   lUiUiui    (iothic.     This   influence  becomes 
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most  important  in  the  fifteenth  century.     Important  seailar 
architecture  in  Flamboyant  Italy  is  seen  in  many  buildings, 
but  the  ecclesiastical  architecture  of  the  period  is  best  summed 
up  in  the  cathedral  of  Milan  (Fig.  176).      In  this  work  Italian, 
French,  and  German  influences  mingle.     The  Italian  lofty 
pround    story    and   wide   intercolumniation   were   retained. 
The  triforium  disappeared  and  the  clerestory  was  reduced. 
Win<lows  were  kept  small  and  tie-rods  were  used  to  hold  in 
the  vaults.     The  workman- 
ship is  German,  the  Flum- 
boj-ant  detail  French,  modi- 
fied by  Germans.     On  the 
exterior  the  vertical  line  was 
unsparingly  emphasized,  as 
in   English   Perjiendicular, 
though  the  detail  is  Ger- 
man in  character.     Pitched 
roofs   were   abandoned   in 
favor  of  flat  ones,  but  the 
consequent  horizontal  lines 
were  disguised  b\-  a  multi- 
tude   of    pinnacles.     The 
material   was  fine   marble 
throughout,  and  the  car\-- 
ing   was   so    delicate    and 

profuse  in  figure  work,  pin-  m..  175— orvlkto.  the  cathedbai. 
nacle,  and  detail  that  a  very  i'H"^i',  >i;ii^  »"'im  run  ^ucnuvEsi 
lace-like  effect  was  obtained . 

Long  before  the  completion  of  Milan  cathedral  the  Renais- 
sance was  in  full  sway  in  Florence,  and  it  is  to  the  credit  of 
the  Milanese  that  they  finished  a  striiclurc  so  harmoniously 
at  so  late  a  date. 

Gothic  architecture  of  the  iMtin  Orient  and  c}sc\>.'hcrc.  There 
are  many  subdivisions  of  the  Gothic  style  which  we  ha\e  had 
time  merely  to  mention  in  connection  with  o\xv  chissiflcation, 
and  the  discussion  of  which  we  shall  have  to  omit.  It  will 
be  well,  however,  at  least  to  call  attention  to  the  fact  that 
Gothic  architecture  of  R'al  inlerest  was  produced  in  Austria, 
Scandinavia,  Switzerland,  and  elsewhere.  The  R'gret  is 
especially  keen  that  we  have  thus  summjirily  to  dismiss  the 
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Gotliic  architecture  of  the  Latin  Orient.  The  crusaders 
carried  their  builders  with  them,  set  up  Western  civilization 
in  the  nearer  East,  and  the  result  was  a  series  of  imposing 
Gothic  monuments,  ecclesiastical  and  secular,  in  Palestine  and 
SjTia  and  in  the  Mediterranean  islands.  Even  when  the  tide 
of  conquest  turned  and  the  Occidentai  invaders  were  being 
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driven  imt,  they  carried  on  their  buildinf;  operations,  as  at 
Claza,  until  the  last  days  yf  their  occupation.  The  turning 
of  this  tide  iin.'an[,  however,  that  Gothic  buildings  were  to  be 
rare  in  Palestine  and  on  the  mainland,  and  frequent  and  more 
complete  on  the  islands  where  the  Occidentals  held  longer 
sway. 

Scciiliir  architcciiirc.  As  ahva\-s  in  the  Middle  Ages,  ecclea- 
astical  architecture  i.s  more  nnportant  than  secular  in  the 
Gothic  period,  but  this  ver\-  fact  has  caused  writers  to  over- 
omphasizc  medieval  eccli'siatical  art  at  the  expense  of  secular. 
At  times  tiic  secular  monuments  riA^al  the  ecclesiastical  in 
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importance.  In  every  period,  of  course,  the  character  of  the 
detail  of  the  secular  buildings  corresponded  to  that  of  the 
ecclesiastical  buildings.  Quite  as  obviously  the  progression 
from  early  to  late  date  was  one  from  comparative  simplicity 
to  greater  complication.  Different  sorts  of  secular  works 
received  greater  emphasis  according  to  the  period.  In  the 
Romanesque  and  early  Gothic  periods  interest  centers  almost 
entirely  on  buildings,  public  or  private,  of  a  military  character. 
In  the  later  periods,  especially  in  the  latest  Flamboyant,  when 
civic  order  was  the  rule  and  the  individual  felt  himself  secure, 
lay  monuments  largely  lost  their  military  character,  and  one 
finds  the  greatest  development  of  the  medieval  town  and 
guild  hall,  and  the  slightly  fortified  palace  of  the  petty  noble 
or  merchant  prince.  The  powerful  nobles  continued  to  build 
well-nigh  impregnable  castles  until  the  centralization  of  power 
in  the  king  forbade  such  moniunents.  We  shall  be  able  to 
give  only  the  main  characteristics  of  each  type  of  secular 
monimient,  with  the  mention  of  a  few  distinctive  examples, 
and  point  out  roughly  the  periods  in  which  each  type  attained 
its  greatest  importance. 

The  fortified  town.  The  most  imposing  secular  monuments, 
and  of  course  among  the  earliest,  are  the  fortified  towns.  The 
fortifications  of  a  town  were  so  composed  with  a  view  to  defense 
that  the  whole  became  a  unit,  and  it  is  not  fanciful  to  think  of 
the  town  as  a  single  monimient.  The  principle  was  that  of 
surrounding  the  town  with  walls,  especially  strong  wherever 
the  town  was  unprotected  by  natural  defenses  such  as  cliffs 
or  rivers,  and  of  fortifying  angles  of  the  walls  by  salient  towers 
which  provided  for  enfilading  fire  on  besiegers  attacking  the 
curtain  wall  between  the  towers.  We  hav^e  already  noted 
such  a  system  at  Avila,  in  the  Romanesque  period,  and 
variations  were  infinite.  Secondary  walls  of  defense  were 
built  outside  the  stronger  inner  walls.  Beyond  the  outer  walls 
moats  were  dug,  and  frequently  filled  with  water.  Access  to 
the  space  between  the  inner  and  outer  walls  was  provided  by 
drawbridges,  ramps,  and  triple  or  quadruple  gates,  covered 
with  stone  galleries,  pierced  with  openings,  through  which 
missiles  might  be  droi)ped  on  the  heads  of  invaders.  Once  an 
entrance  had  been  forced  within  the  outer  wall,  the  invader 
fotmd  himself  in  a  cul-de-sac,  exposed  to  the  fire  of  the  inner 


324 


A   HISTORY   OF  ARCHITECTURE 


defenders  until  such  time  as  he  could  pierce  the  vastly  stronger 
inner  fortifications.  If  :it  last  he  succeeded  in  winning  the 
inner  works  he  might  take  the  town,  but  had  yet  to  besiege  the 
citadel,  a  strong  fortress  placed  in  the  strongest  position  in 
the  town,  into  which  the  defending  military  retreated. 

Aigues-Morlcs    and    Carcassomie.     Examples    of    fortified 
towns  are  to  be  found  in  most  Eiiropcan  countries,  though  the 


■    THE    CITY    AND    FOBTI- 


fiiK'sl  ;niil  mnsl  CDnipkaL'  are  in  France.  Here  two  examples 
f;ir  Nurpuss  the  oiIkt;;:  the  ttwns  of  Aigues-Mortes  and 
Carcassi mne.  The  fiiniuT  {Fi},'.  177).  founded  in  1246  by 
Saint  Louis,  presents  furiificalions  in  the  form  of  a  rectangle 
roughly  600  by  1 50  v'ltrds.  with  twenty  well-preserved  towers, 
some  square  and  some  round.  The  moat  has  disappeared, 
but  the  machicolatinns  and  inner  galleries  for  defensive  fire 
may  slill  be  sUidied,  as  well  as  the  defenses  of  the  ten  gates. 
The  monoNmnus  rci;u!arily  of  the  pl.in  shows  that  the  pictu- 
resque irn'gu!;trily  of  must,  me<Iicval  .secular  building  was  the 
n^ull  iif  the  architect's  a(lai)lin;;  himself  to  eccentricities  in 
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site  or  warping  his  building  to  take  military  advantat^e  of  such 
eccentricities.     Where  the  site  is  a  plain,  architectural  irregu- 
larities disappear.     For  an  example  of  the  picturesque  and 
irregular  town  site,  the  Cit6  of  Carcassonne  (Fig.  178)  will 
serve  our  need.     Here  the  fortifications  date  in  part  to  the 
Visijjolhic  period  in   the   fifth   century  and  were   frequently 
reconstructed  up  to  the  four- 
teenth century.     They  were 
skilfully  restored  in  the  mid- 
nineteenth  century  by 
VioIlet-le-Ehic.    The  site  was 
by  nature  lofty  and  inacces- 
sible, and  man  exaggerated 
this  inaccessibility  to  a  pict- 
uresque  degree.     No  one 
part  of  the  fortification  re- 
peats any  other  part. 
Ramp,  curtain-wall,  turret. 
and  cul-de-sac  all   conform 
so  skilfully  to  the  natural 
advantages    of   the    terrain 
that  human  handiwork  ap- 
pears part  of  bed-rock,  or 
bed-rock  part  of  the  human 
structure.     The    outer    en- 
ceinte   is   more   than    1600 
yards  in  circumference,  and      '"■•  i7*<— <^'-^Rc.\ss.in-ne;.    i..\  ccte. 

1,  ■  ,.  VlliW   OK    THE   l-OllTinirATlOSS 

the_  mner  more  than   1 200. 

The  walls   are   fortified   by 

fifty  round  towers  and  the  whole  dominated  by  the  citadel. 

The  major  portion  of  the  work  dates  fn>m  the   late  twelfth 

and  the  thirteenth  centuries.     The  whole  affords  the  most 

imposing,  and  in  some  respects  the  most  interesting,  secular 

monument  of  the  Gothic  period  which  has  come  down  to  us. 

The  castle.  The  chief  characteristics  of  the  castle  coincide 
with  those  of  the  fortified  town.  In  the  fully  developed 
examples  one  finds  the  outer  and  iniier  walls,  the  towers 
fortifying  the  wall  angles,  the  moats,  machicolations,  corbelled 
galleries,  and  ram]}s.  such  as  the  towns  afforded.  Even  the 
town  citadel  is  reflected  in  the  donjon.     This,  however,  was 
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placed  either  at  the  least  accessible  part  of  the  site  or  at  the 
weakest,  the  idea  in  the  latter  case  being  further  to  strengthen 
the  weakest  part.  Not  all  castles  have  this  completeness.  In 
the  Romanesque  period  castles  were  simpler  than  in  the  Gothic, 
and  even  before  the  Romanesque  period  there  were  castle- 


THK  DUNJON   UEFUHE  ITS  UtSlKT'tTION  IS   I9I7 

like  defenses,  mounds  protected  by  L'arthworks,  ditches,  and 
palisjides.  These  nioimds  !ind  ditches  often  became  part  of  the 
system  of  defenses  of  castles  subsequently  raised  upon  the 
sites.  Some  castles  lacked  donjons;  some  retained  the  square 
keep  in  preference  to  the  round.  In  the  earlier  castles  the 
systems  of  defense  were  siiijile;  later  they  became  concentric. 
Diversity  was  great,  but  fundamental  characteristics  were  the 
same. 

Examples  cfGolliic  casllcs.  Cancy.  Many  countries  exhibit 
iniporlant  and  wcll-presen-ed  examples  of  the  medieval  cas- 
tle. )n  ICn^'kmd  thiTc  are  many,  both  of  the  Norman  and 
of  kiter  ])criods,  among  which  wc  may  emphasize  the  castle 
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of  Harlech,  one  of  the  most  stupendous  fortresses  of  the  Middle 
Ages.      The    medieval    builders   learned    much    of    fortress 
building   in   the   crusades,   and   the   Latin   Orient    contains 
some  of  the  most  impressive  remains  of  military  architect- 
ure.     As   so   frequently    in   medieval   architecture.   France 
offers  perhaps  the  finest  monuments  of  all,  especially  good 
examples  being   the  castles 
of   Pierrefonds    and    Coucy 
(Figs.  139  and  179).     Pierre 
fonds  has  been  restored  by 
Viollet-le-Duc,   and,  though 
in  a  sense  a  false  document, 
presents  a  most  vivid  recon- 
struction, on  the  part  of  a 
profound   medievalist,  of  a 
Gothic    castle.     The    more 
impressive  Coucy,  blown  up 
by  Mazarin,  is  in  ruins.     Its 
donjon,  210  feet  in  height, 
with  walls  in  some  ])laces  34 
feet  thick,  still  stands, '    Such 
a  building,  before  the  da>'s 
of  gunpowder,  was   literally 
impregnable,  and  Coucy  was 
never  taken.    To  understand 

the  spirit  which  dominated   f'^-  i*"^^,  medikval  town  house. 
the  medieval  castle,  and  the 
consequent  architectural  ex- 
pression which  it  attained,  one  needs  but  read  the  motto  of 
the  Sieurs  de  Coucy;  "Roi  ne  suys,  ne  prince,  ne  due,  ne 
comte  aussi;  jc  suys  le  Sire  de  Coucy. "^ 

So  superbly  insolent  a  motto  was  justified  by  the  lordship 
of  such  a  building. 

Later  castles.  As  time  went  on  the  nobles  lightened  the 
appearance  of  their  dwellings  and  sacrificed  somewhat,  though 
never  to  a  dangerous  extent,  the  defensive  character  of  the 

'It  is  reported  (April,  1917)  th.il  the  n-treatinf;  Germans  have  razed 
completely  this  famous  nmniimi'ni. 

'  I  am  not  king,  nor  iirince,  nur  diiki',  rmr  Lviii  luiiiil;  I  :iiii  the  Lord 
of  Coucy. 
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work.  For  instance  the  castle  of  Jean-de- Berry  at  M^hun- 
sur-Y6vre,  built  in  1386  and  known  to  us  by  an  illumina- 
tion, succeeded  in  combining  late  Gothic  delicacy  with 
adequate  defense.  Defense  was,  however,  stili  the  underly- 
ing idea. 

The  town  bouse.    The  need  of  defense  lay  like  a  shadow 
athwart  all  civil  architecture.     The  town  house  (Fig.  180)  was 
arranged    for    de- 
:    fense.  not   against 
■    soldiers  but  against 
roisterers    and 
ruffians.     The  en- 
trance was   raised 
well    above    the 
street    and   the 
stairs    arranged 
along  the  flank  of 
the   wall.     Before 
reaching  the  plat- 
form on  which  the 
door   opened,    the 
way  was    blocked 
.  =  .,;;^  ^  _  .j^-35K,      by  an  open  grille, 

-5-    "   ■"  ■^^*^-"""'      through    which    a 
pike    could    be 

''"'      '    E~\L'\''E\s'\NT''^(VIULLKT^Lli-DV^        "t^W-     thniSt   tO  rCpcl  UH- 

desirables.  In  the 
town  house  exi- 
i^incifs  111"  s|i.'icc  caused  the  upiicr  story  to  expand,  and, 
i;irricil  cui  licruns  ur  CdrbclK,  lo  overhang  the  street  in  the 
manner  already  n.)(cd  in  medieval  Constantinople.  This 
scheme  was  followed  whether  the  house  were  of  stone  or 
of  wood. 

Tlic  f^i-asaiit's  house.  The  cmmtry  peasant's  house  (Fig, 
i,S[)  ciiinminily  h.ul  the  sume  raised  doorway,  flanking  stair- 
\v;iy,  Lind  philfnnn  for  defense  a-^  Ihu  city  house.  There  was 
f;cncr:il!y  no  oinncclinn  betwivn  the  uiijrer  story  and  the 
tiromid  Sinn-,  the  lallvrheiri);  used  for  the  animals.  The  walls 
ami  irable  ends  were  iiflen  of  mnniimental  cut  stone;  the  roofs 
usually  slec]>ly  pitched  and  thatched.     Such  peasant  houses 
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had  all  the  charm  of  picturesqueness,  honesty,  and  directness 
in  fulfilling  architectural  needs. 

The  fortified  manor.  Of  more  ambitious  dimensions  and 
defenses  were  the  country  fortified  manors.  These  were 
generally  square,  with  turrets  at  the  comers,  reaching  to  the 
ground  or  carried  on  corbels.  The  manor  was  surrounded  by 
a  moat,  and  the  approach  to  the  small  gate  made  by  means  of 
a  draw.  Within  was  an  open  court.  Such  a  type  of  dwelling 
may  be  seen  at  Sai  nt  M^dard- 

en  -  Jalle    (Fig.    182),    near      7^  ' ::  -■-/  ;:  -  .-■  "-^r-  "-'  ""-y.- 
Landes,    and   at    Camarsac 
(Gironde). 

Murticipal  and  corporation 
kails.  Especially  in  the  later 
Middle  Ages  the  munici])al 
and  corporation  halls  at- 
tained great  importance. 
The  H6tel  de  Ville  of  France 
and  Flanders,  the  Palanzo 
Pubblico  of  Italy,  the 
Rathaus  of  Germany,  re- 
ceived moniunental  treat- 
ment. Of  the  same  sort  were 
the  guild  halls,  semi  -  com- 
munistic in  character,  which  ,.•„;  1S2— SAINT  ME[1,\RI>-EN- JALLE. 
were  common  in  free  towns  sKKTrH  uv  THt  manor,  (viollet- 
all  over  Europe,  but  espcci-  "-t^-uL't) 
ally  in  Flanders.     The  hall 

survived  or  fell  with  the  town,  and  was  not  intended  to 
resist  assault  if  the  town  were  taken,  consequently  plans  were 
more  regular,  esthetic  considerations  were  more  emphasized. 
The  buildings  lacked  the  frowning  character  of  fortified  works, 
were  more  delicate,  more  profusely  ornamented,  and  better 
mirrored  the  contemporary  style.  This  is  especially  true  in 
the  buildings  of  late  date,  and  the  finest  belong  to  the  Flam- 
boyant period. 

The  town  and  guild  halls  0/  Flanders.  The  town  halls  were 
generally  of  fairly  regular  plan.  The  lower  story  w;is  usiially 
the  record  office.  In  Flanders  a  bcffroi,  or  clock  toiver,  with  a 
bell  for  summoning  the  citizens,  was  a  common  adjunct.     The 
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buildings  were  usually  two  or  more  stories  in  height,  with  the 
central  portion  carried  up  as  a  tower  which  started  square  and 
became  octagonal.  Roofs  were  very  steep,  and  generally 
supphed  with  picturesque  dormers.  Among  the  fine  Flemish 
halls  we  may  mention  those  of  Ghent  (1481),  Brussels  (1401- 


183— VPBES.       THE   a.OTTI    H\LL   AS   IT   APPEAKED    B 


55),  and  Lciuvain.  The  trade  and  guild  halls  of  Flanders 
usually  (lilTLTt'il  only  in  interior  arrangement  from  the  town 
hall,  anit  witc  frequently  t^iken  over  at  a  later  date,  and  used 
as  town  halls.  The  finest  of  all  the  Belgian  trade  halls  was  the 
so-called  Cloth  Hall  of  Vi)res  (Fig.  183),  dating  from  the 
thirteenth  century,  but  almost  wholly  destroyed  by  shell 
fire  in  1Q14. 

Halls  and  mansions  of  France.  In  France  we  find  the  same 
ty]xs  <^f  monuments,  espedally  important  in  the  Flamboyant 
pcriini.  These  tiuildings  were  eR'cted  as  town  halls,  as  trade 
halls,  or  often  merely  as  jirivale  resideaces  of  the  very  wealthy 
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bourgeois.  The  private  mansion  usually  lacked  the  beffroi 
of  the  town  hall,  othenvise  the  buildings  were  similar.  The 
main  unit  was  the  bay  of  two  or  more  stories.  Tiers  of 
windows  were  di\'ided  by  buttresses  with  Flamboyant  detail, 
the  Flamboyant  arch,  with  delicate  and  eccentric  curves, 
being  used  throughout.  The  favorite  form  of  window  was  the 
transom  or  cross  window,  the  light  being  divided  by  an  up- 
right mullion  in  the  center,  and  a  cross-bar  of  stone    one- 


third  of  the  distance  from  the  top.  Each  window  was  thus  a 
rhythmic  reproduction  of  the  one  below.  Roofs  were  very 
steeply  pitched,  and  provided  with  dormers  which  repeated 
the  motifs  of  the  windows  perjjendieuiarly  below  them.  In  the 
courtyard  the  ground  storj'  arcade  was  usually  open.  Plan 
and  skyline  were  broken  by  pavilions,  and  by  elaborate 
chimneys.  The  whole  effect  was  delicate,  orderly,  yet 
picturesque.  Good  examples  of  this  Flamboyant  French 
secular  architecture  may  be  seen  at  Paris  in  the  Hdtel  Cluny, 
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at  Rouen  in  the  Palais  dc  Justice,  and  at  Bourges  in  the 
A'faison  de  Jacques  Coeur  (Fir.  184). 

Domestic  architecture  in  England.  In  England,  as  in  France, 
domestic  architecture  followed  civil  architecture  in  detail.  At 
first  the  mansions  were  built  around  a  court,  but  the  entrance 
side  of  the  square  came  to  be  omitted,  and  irregularities  were 
soon  introduced.   The  trend  was  toward  picturesqueness,  irregu- 


larity, iind  small  Kcali'.  so  that  the  Tudor  houses  give  a  greater 
iinprL'ssion  of  iniimacy  than  any  works  on  the  continent.  The 
Middle  Ages  thus  prqiarnl  the  way  for  later  English  domestic 
work,  and  such  a  building  as  Compton  Wynyates,  though 
medieval  in  detail,  is  Renaissance  in  spirit. 

SiYiilnr  archikrliirc  in  Italy.  Municipal  individuality.  In 
Italy,  as  in  Flanders  and  France,  there  was  little  difference 
architoclurally  between  the  town  liall,  the  ducal  palace,  and 
the  private  residence  of  the  wealthy  citizen,  and  the  same 
building  often    combined   two    or   more  functions.     Differ- 
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ences    came   from   date,   and   above    all    from    geography. 

Nothing   more   clearly   shows   the   indeijendence    and   self- 
sufficiency  of  the  Italian  medieval  civic  spirit  than  the  way  in 
which  each  city  arrogated  to  itself  a  peculiar  type  of  secular 
architecture,  a  fact  which  held  true  when  towns  were  near 
together  and  in  constant  communication.     In  certain  general 
ways  all   Italian  medieval 
mansions  resembled  one  an- 
other.    They  were  usually 
regular  in  plan,  built  round 
a  court,  and  provided  with 
a  campanile  incorporated  or 
free  standing.     Divergence 
occurred  principally  in  the 
arrangements  of  details  in  a 
bay,  in  the  treatment  of  de- 
tail, and  in  the  general  ex- 
pression of  the  building. 

Domestic  architecture  of 
Florence  and  Sietia.  In  Flor- 
ence, as  we  may  see  by  the 
Palazzo  Vecchio  (Fig.  185) 
or  the  Bargello,  the  appear- 
ance of  the  building  was  for- 
bidding. There  was  no  di-  kh 
vision  of  the  exterior  into 
bays,  and  the  stone  used 

was  dark  and  roughly  rusticated.  The  characteristic  window 
had  two  lights,  separated  by  a  mullion  and  embraced  by  a 
pointed  arch,  the  intrados  and  extrados  of  which  were  not  con- 
centric but  wider  apart  at  the  crown  than  at  the  springing.  On 
the  other  hand,  the  Palazzo  Pubblico  of  Siena  (Fig.  186)  shows 
that  the  Sienese  architect,  like  the  Siencse  painter,  sought 
more  graceful  and  less  forbidding  forms.  The  material 
received  a  finer  finish,  and  the  use  of  brick  was  common.  The 
campanile  was  made  more  slender  and  loftier.  The  window 
form  was  a  design  of  three  lancet-like  lights,  with  very  pointed 
arches  and  delicate  cusps,  embraced  by  a  single  highly  pointed 
arch  with  concentric  intrados  and  extrados.  Each  town  thus 
sought  a  native  form,  especially  of  window  opening,  for  its 
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own,  and  originality  is  always  found  except  where  one  city  was 
able  to  force  its  ideas  upon  another. 

Secular  buildings  of  i'emcc.  The  most  famous,  and  in  many 
way's  the  most  charming  and  original  Italian  secular  buildings 
of  the  Middle  Ages  were  those  of  Venice.  These,  like  so  much 
secular  work,  attained  greatest  heights  during  the  Flamboyant 
jjeriod,  and  the  secular  buildings  were  new  in  general  expres- 


sion as  well  as  <1ct:iil.  Ground  stor>-  arcades  were  almost 
invarialily  left  ojicn.  and,  as  the  eye  ascended,  the  building 
I)ecame  less  broken,  so  that  the  elToot  was  to  reduplicate  by 
the  rtfloclion  of  the  canals  tlic  most  complicated  parts  of  the 
archilortuR'.  Rirli  hut  hannoni.ms  pnlychromy  was  used  to 
fr.rlify  rris])  car\-iii;;.  Sonictimos  exteriors  were  veneered  with 
jKilislied  nvtrMe,  sometimes  terra  cotta,  or  smaller  stones  in 
two  C'ljnrs  pviii^'  the  imjiression  of  terra  cotta,  were  used. 
The  most  sinuows  and  };r:iceful  of  ogee  curves  was  used  for 
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openings  and  arches,  the  curves  counterpoised  by  delicate 
cusps,  giving  the  actual  opening  a  pointed  trefoil  form.  Such 
arches  were  commonly  interlaced,  and  the  consequent  quatre- 
foils  between  them  were  cusped  and  given  round  or  slender 
pointed  form.  Roofs,  like  all  Italian  palace  roofs,  were  kept 
flat.  In  lieu  of  cornices  the  roof  edges  were  decorated  with 
conventionalized  spiny  battlements,  of  colored  stone  or  even 
wood,  which  added  to  the  piquancy  of  the  effect.  In  a  sense 
all  the  Venetian  medieval  palaces  were  offshoots  of  the 
Palazzo  Ducale  (Fig.  187).  This  most  monumental  of  secular 
buildings  in  Venice  set  the  fashion  which  was  followed  with 
delicate  variation  and  refinement  in  many  other  buildings,  and 
from  Venice  the  style  spread  over  the  Venetian  contado. 

Other  Gothic  monuments.  Though  we  must  here  bring  to  a 
close  our  discussion  of  medieval  secular  architecture,  it  is 
necessary  to  point  out  the  existence  of  numerous  moniunents 
of  medieval  art,  usually  wholly  forgotten,  which  aid  in  a  com- 
prehension of  the  style.  Bridges,  such  as  that  at  Avignon  or 
the  Pont  Valentre  (Fig.  188)  at  Cahors,  are  often  really  great 
montmients  of  Gothic  architecture,  combining  the  needs  of 
defense  with  logical  construction  and  fine  proportions. 
Similarly  much  can  be  learned  from  boundary  monuments, 
lanternes  des  marts  (monuments  to  signalize  the  presence  of 
a  cemetery),  well  heads,  dove-cotes,  and  even  latrines.  In 
short  the  mass  of  material  is  enormous,  and  a  little  explored 
field  is  open  to  the  student  of  medieval  secular  architecture. 

The  medieval  ensemble.  Picttiresqueness  and  its  cause.  As 
one  would  expect,  the  ensemble  in  medieval  times  is  note- 
worthy for  its  irregularity  and  picturcsqueness.  Buildings 
as  a  group  were  not  planned  in  an  orderly  way,  except  in  the 
case  of  buildings  for  defense,  when  everything  gave  way  to 
a  definite  scheme.  Even  here,  as  we  have  seen,  the  result  was 
generally  asymmetrical,  except  where  the  terrain  was  abso- 
lutely without  variety.  The  picturcsqueness  of  the  medieval 
ensemble  was  not,  however,  the  result  of  mere  haphazard 
grouping.  It  came  principally  from  a  logical  conformity  to 
the  peculiarities  of  the  site,  and  is  allied  to  the  structural  logic 
which  produced  the  Gothic  cathedral.  For  example,  if  a 
Gothic  architect  were  designing  a  bridge  he  would  not  design 
a  symmetrical  one  with  an  even  rise  and  fall,  and  force  his 
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workmen  to  place  it  across  a  river  of  any  sort  of  bottom.  He 
would  consider  first  the  ri\'cr  bottom,  discover  the  position  of 
the  channel,  and  then  design  the  bridge  with  the  arch  of 
longest  span  over  the  channel.  If  this  were  toward  one 
bank,  as  it  frequently  was,  the  result  was  asymmetry  and 
picLurcsqueness,  but  picturesqueness  created  and  governed  by 


structural  j;(>od  senst;.  The  jDicturesquencss  of  the  ensemble 
was  similar])-  governed.  Those  who  regard  the  medieval  town 
plan  as  merely  haphazard  have  as  their  ideal  a  construction 
which,  by  means  of  leveling,  grading,  and  difficuSt  engineering, 
oftentimes  destroys  the  local  (lavur  of  the  site  in  order  to  pre- 
pare for  an  artificial  grouping.  The  medieval  architect,  from 
whatever  nmtive,  prefcrR'd  to  hannonize  buildings  to  site 
rather  than  vice  versa,  and  as  a  result  the  medieval  ensemble 
more  fri'quemly  looks  as  though  it  fx'longcd  properly  to  the 
countrj-  than  tlio  ensemble  at  an  earlier  or  a  later  date. 
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The  influence  of  Gothic  structural  principles.  The  in- 
fluence of  Gothic  architecture  on  later  styles  was  of  many 
sorts.  The  subtlest,  and  perhaps  the  most  important,  was  the 
influence  of  Gothic  structural  principles.  These,  once  learned, 
could  never  wholly  be  forgotten.  Even  at  a  period  when 
Gothic  itself  was  despised,  Gothic  structural  designs  lived, 
were  freely  applied,  and,  it  must  be  confessed,  were  often 
wofully  misunderstood.  Even  the  Gothic  details,  moldings, 
carving  and  the  like,  left  their  impress  on  later  detail,  especially 
in  the  early  Renaissance. 

Influence  of  Flamboyant  Gothic  in  France.  Turning  to  more 
concrete  examples  of  Gothic  influence,  the  importance  of  the 
Flamboyant  style  in  the  history  of  architecture  has  never 
properly  been  emphasized.  Outside  of  Italy,  where  the 
Renaissance  was  a  natural  classical  revival.  Flamboyant 
Gothic  determined  the  most  significant  expression  of  later 
architecture.  In  the  early  Renaissance  the  system  was  but 
one  of  a  superficial  application  of  imported  Italian  Renaissance 
detail  to  a  structure  fundamentally  and  in  significant  motifs 
Flamboyant  Gothic.  One  need  only  compare  the  H6tel 
Cluny  with  the  Chateau  de  Chenonceau  to  prove  this.  Even 
much  later,  when  the  Renaissance  in  France  became  more 
formal,  essentials  of  Flamboyant  Gothic  remained.  If  we 
analyze,  say  the  formal  portions  of  the  Louvre,  and  ask  our- 
selves what  gives  the  building  its  peculiarly  French  flavor 
despite  its  classic  detail,  we  shall  be  f9rced  to  reply  the  steep 
roofs,  the  dormers,  the  broken  skyline,  the  pavilions.  All  of 
these  are  of  native  medieval  French  origin,  and  withstood  the 
assaults  of  Italian  classicism. 

Influence  of  fifteenth  century  Gothic  elsewhere.  What  is  true 
in  France  is  true  elsewhere.  The  Perpendicular  Tudor  house 
determined  the  form  of  the  Early  English  Renaissance  dwell- 
ing. The  picturesqucness,  the  irregularity,  the  small  scale 
which  we  associate  with  English  domestic  architecture,  is  of 
medieval  origin,  and  the  modem  Englishman  reverts  to  it  as  his 
national  style.  In  Germany  and  the  Low  Countries  the  stepped 
gables  and  picturesqucness  of  medieval  architecture  were  but 
overlaid  with  classical  detail.  In  Spain  the  Plateresque  style 
was  the  freest  warping  of  classic  detail  to  make  it  fit  the  lines 
of  Flamboyant  Spanish  Gothic.     Flamboyant  Gothic  was, 
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therefore,  one  of  the  most  influential  of  the  world's  styles,  and 
its  power  is  by  no  means  spent. 


CHRONOLOGICAL  LIST  OF  MONUMENTS 

FRANCE  AND  FLANDERS 

Morienval. — Earlier  parts  c.  1080;   later  c.  11 20. 

Saint  Germer  de  Fly. — 1130-60. 

Paris,  Saint  Martin  des  Champs. — c.  1136. 

Creil. — c.  1140. 

Senlis. — c.  1155-91. 

Paris,  Saint  Germain  des  Prds. — Dedicated  1163;  some  parts  con- 
siderably earlier. 

Paris,  Cathedral. — 1 163-1235. 

Avignon,   Pont  Saint  Benezet. — 1177-85. 

Langres. — Twelfth  century. 

Carccissonne,  Fortifications. — Cliielly  late  twelfth  and  thirteenth 
centuries. 

Soissons. — Crhoir  finished  1212;  rest  mid-thirteenth  century;  spire 
c.  1 160. 

Chartrcs. — Fac^adc  c.  1145;  rest  chiefly  1194-1260;  earlier  spire  c. 
1250;   later  s])ire  1507.-14. 

Reims.  —121 1-90. 

Amiens.— 1 2  20-SS. 

Coney.  —Early  thirteenth  century. 

Aigues-Mortes.  —Town  founded  1246;    fortifications  begun  i'J72. 

Paris,  Sainte  Chapclle. — Dedicated  1248. 

Saint  Mcdard-cn-Jalle. —First  half  of  the  thirteenth  century. 

'Ypres,  Cloth  Hall.    -Thirteenth  century. 

Camarsac.  —Laic  tliirtecnth  or  early  fourteenth  century. 

Rouen,  Saint  Ouen. — 1318-30  and  later. 

Amiens  Cathedral,  Chapel  of  Saint  John. — 1373-75. 

Mehun  sur  Ycvre,  Castle  of  Jean  de  Berry. — 1386. 

Picrrcfonds. — c.  1300. 

Cahors,  Pont  Valenlrc. — Fourteenth  century. 

Brussels,  Hotel  de  Ville. — 1401-55. 

Louvain,  H(Mel  de  Ville. — 1448-59. 

Abbeville,  Saint  Vulfram. — Begun  1480. 

Ghent,  Hotel  de  Ville. — 1481. 

Paris,  Hotel  Cluny. — 1490. 

Quimper. — C^hielly  fifteenth  century. 

Nantes. — Chiefly  fifteenth  century. 
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Chamb^ry. — Chiefly  fifteenth  century. 

Bourges,  Maison  de  Jacques  Coeur. — End  of  the  fifteenth  century. 

Rouen,  Saint  Maclou. — Finished  1541. 

Beauvais  Cathedral,  Flamboyant  transept. — 1548. 

Troyes. — Sixteenth  century. 

ENGLAND 

Canterbury. — Begun  1175. 

Lincoln. — Early  English  Work. — 1 185-1200. 
- — ^lisbury. — 1220-58. 

Wells. — Dedicated  1239. 

Lincoln  Cathedral,  Angel  Choir. — 1255-80 

York,  choir  and  west  front. — 1 261-1324. 

Harlech  Castle. — c.  1300. 

Gloucester. — transepts  and  choir  1331-37;  cloisters  1351-1412. 

Windsor,  Saint  George's  Chapel. — 1 481-1537. 
London,  Westminster  Abbey,  Henry  VIL's  Chapel. — 1500-12. 

Compton  Wynyates. — 1 5  20. 

GERMANY 

Bamberg. — 1 185-1274. 

Miinster. — 1225-61. 

•Marburg,  Saint  Elizabeth. — 1235-83. 

Naumburg. — Nave  before  1240;   choir  1 250-1330. 

Cologne. — Begun  1248;  choir  consecrated  1322;  much  work  modem. 

Strasburg. — 1250-75;  facade  1275-13 18. 

Freiburg. — Nave  1260;   choir  1354. 

Treves. — Remodeled  thirteenth  century. 

Soest,  Wiesenkirche. — Founded  13 14. 

Ulm. — Begun  1377;  finished  sixteenth  century. 

Gmund,  The  Holy  Cross. — Fourteenth  century. 

Mulhausen,  Liebfrauenkirche. — Fourteenth  and  fifteenth  centuries. 

Numberg,  Saint  Lawrence. — Begun  end  of  the  thirteenth  century; 

nave  1403-45;   choir  1445-72. 
Gorlitz,  Saints  Peter  and  Paul. — 1423-97. 
Nordlingen,  Saint  George. — 14 27-1 505. 
Munich,  Frauenkirche. — 1468-88. 
Halle,  Saint  Mary. — 1535-54. 

ITALY 

Fossanova. — 1187. 
Casamari. — 12 17. 
San  Galgano. — c.  1220. 
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Assisi,  Saint  Francis. — 1228-53. 

Venice,  Santi  Giovanni  e  Paolo. — Begtin  1234. 

Bologna,  Saint  Francis. — •1236-40. 
'Siena. — c.  1245-84. 

Viterbo,  San  Martino. — Mid-thirteenth  century. 

Florence,  Bargello. — Begun  1255. 
"Siena,  Palazzo  Pubblico. — 1 289-1309. 
^Florence,  Cathedral. — 1 296-1367. 

Orvieto. — End  of  the  thirteenth  and  beginning  of  the  fourteenth 
centuries. 
-Florence,  Giotto's  Campanile. — Designed  1334-36. 
-Venice,  Palazzo   Ducale. — Founded   814;   outer  walls  rebuilt  1340; 

west  fagade  early  fifteenth  century. 
-Milan. — Founded  1386;   finished  sixteenth  century. 

Pa  via,  Abbey  Church. — Begun  1396;  finished  in  the  Renaissance. 

SPAIN  AND   PORTUGAL 

Alcobaza  (Portugal) . — 1 148- 1 222. 
Santa  Creus. — 1157. 

Seville,  Giralda. — 1184-96;    remodeled   1568. 
Las  Huelgas  en  Burgos. — 1 187-12 14. 
Poblet. — Second  half  of  the  twelfth  century. 
'Burgos. — Founded  1226. 
Toledo. — c.  1236. 
Barcelona. — 1 298-1420. 
Iw^eon. — c.  1300. 
Gerona. — 13 16. 
Seville. — Begun  1401. 
Burgos  Cathedral,  spires. — Begun  1442. 

BIBLIOGRAPHICAL  NOTE 

In  A.  ^lichel's  Ilistoirc  dc  VArt,  vol.  2,  pts.  i  and  2,  and  vol.  3, 
pt.  I,  1Q06-07,  arc  excellent  and  authoritative  accounts  of  the  de- 
velopment of  Gothic  architecture,  and  of  the  character  of  the  art 
in  the  thirtecTith  and  fourteenth  centuries  and  the  Flamboyant  period. 
The  bil)li().i;ra]>hies  are  especially  valuable.  E.  E.  Viollet-le-Duc*s 
Dictiounairr  raisiunie  de  Vanhitvcture,  1884-88,  already  quoted,  cov- 
ers nwxch  more  than  Gothic,  but,  in  dictionary  form,  is  one  of  the  most 
monumental  pieces  of  research  in  Gothic.  As  an  original  source 
Villani  de  Honnccourt's  Album,  1906,  and  earlier  editions  (written  in 
the  thirteenth  century),  is  the  most  interesting  and  important.    K. 
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Schnaase's  Geschichte  der  hildenden  Kunst,  1866-76,  presents  two  vol- 
umes on  medieval  architecture,  out  of  date  but  important.  One  of  the 
most  illimiinating  and  best  illustrated  general  works,  G.  Dehio  and 
G.  von  Bezold's  Kirchliche  Baiikunst  des  Abendlandes,  1884-Q9,  has 
already  been  quoted.  Similarly  B.  and  B.  F.  Fletcher's  History  of 
Architecture,  1905,  has  been  quoted,  and  is  specially  useful  for  English 
Gothic.  F.  von  Reber's  History  of  Medircal  Arty  1886,  covers  the  whole 
field  but  emphasizes  German  architecture.  F.  M.  Simpson's  History  of 
Architectural  Development,  vol.  2, 1909,  is  useful  for  the  study  of  details 
of  structure.  C.  H.  Moore's  Gothic  Architecture,  1906,  is  one  of  the 
most  important  and  profound  works  on  the  subject,  tending,  however, 
to  over-emphasize  structural  logic,  and  cursory  and  unsympathetic 
in  the  treatment  of  the  art  outside  of  thirteenth -century  France. 
A.  K.  Porter's  Medieval  Architecture,  191 2,  already  cited,  treats  the 
subject  frankly  from  the  structural  point  of  view  and  is  a  monumental 
and  up-to-date  piece  of  scholarship.  J.  Quicherat's  M Manges 
d^archiologie,  vol.  2,  Moyen-dge,  1886,  is  one  of  the  most  important 
early  studies  of  the  Romanesque  and  Gothic  styles.  It  was  followed 
by  L.  Courajod's  Origincs  de  Vart  roman  et  gothique,  1889,  a  shrewd 
though  out-of-date  analysis  of  the  origin  of  the  styles.  Both  works 
emphasize  the  art  in  France.  L.  Gonse's  Uart  gothique,  1890,  is  a 
monumental  volume  covering  all  Gothic  art,  but  specially  useful 
for  the  study  of  French  Gothic.  J.  A.  Brutails'  Uarchiologie  du 
moyen-dge,  1900,  has  already  been  quoted  as  a  clever  study  of  the 
methods  of  medieval  archaeology,  as  well  as  A.  Marignan's  Les 
mithodes  du  passi  dans  rarchSologie  fran(;aise,  191 1,  the  most  extreme 
though  somewhat  discredited  work  on  the  subject. 

E.  Corroyer's  Architecture  gothique,  1891,  is  an  out-of-date  but 
compact  and  interesting  little  volume  on  Gothic  architecture  in 
France  and  Flanders.  The  best  modem  histories  of  medieval,  and 
especially  Gothic,  architecture  in  France  are  C.  Enlart's  Architecture 
rSligieuse  en  France,  1902,  and  Architecture  civile  et  militaire  en 
France,  1903,  encyclopedic  works  of  research  which  are  worthy 
successors  to  the  publications  of  Viollet-le-Duc.  For  the  thirteenth 
century  E.  Male's  Uart  religieux  en  France  au  XIII.  siecle,  1902,  is 
especially  fine.  The  Abbe  Bosselxtuf's  U Architecture  Plantagcnet, 
1897,  affords  an  interesting  study  of  a  specially  significant  local 
variety  of  the  style.  G.  H.  West's  Gothic  Architecture  in  England 
and  France,  191 1,  is  a  small  but  well-arranged  and  fair-minded  study 
of  the  architecture  in  both  countries. 

Although  wofully  out  of  date,  J.  Britten's  The  Cathedral  A  n'iquities 
of  Great  Britain,  1836,  is  a  five-volume  work  T)f  real  value  for  the 
study  of  English  Gothic.  E.  Sharpe's  The  Seven  Periods  of  English 
Architecture,  187 1,  and  T.  Rickman's  An  Attempt  to  Discriminate  the 
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Styles  of  Architecture  in  England,  1881,  cited  under  Romanesque,  are 
immensely  more  important  works  of  research  in  the  styles  of  English 
Gothic.  G.  G.  Scott's  English  Church  Architecture y  1881,  despite  its 
date,  is  a  vaUiable  work  on  the  English  style.  E.  S.  Prior's  A  History 
of  Gothic  Art  in  England,  iqoo,  is  a  valuable  and  modem  synthetic 
work.  R.  and  J.  A.  Brandon's  A  n  A  nalysis  of  Gothic  A  rchitecture^  1903, 
is  a  profusely  illustrated  work,  especially  useful  for  the  study  of  detail. 
F.  Bond's  Gothic  Architecture  in  England,  1905,  is  one  of  the  most 
scholarly  of  the  modem  books  on  the  style,  and  it  was  succeeded  by 
the  author's  English  Church  Architecture,  1Q13,  the  most  modem  and 
probably  the  most  valuable  work  to-day  on  English  medieval  archi- 
tecture. C.  H.  Moore's  Medieval  Church  Architecture  of  England, 
191 2,  is  an  important  book  by  the  great  Gothic  scholar  amplifying  and 
modifying  somewhat  the  author's  views  on  English  Gothic  expressed 
in  earlier  publications.  G.  H.  Policy  &  Co.'s  English  Gothic  Archi- 
tecture and  Ornament,  iSgy,  presents  a  valuable  collection  of  plates 
for  the  study  of  the  style.  G.  T.  Clark's  Medieval  M Hilary  Archi- 
tect ure  in  Great  Britain,  1884,  though  out  of  date,  is  a  scholarly  work 
in  a  si)ecial  field.  Beirs  Cathedral  Series  will  be  found  useful  as 
presenting  a  long  series  of  monographs  on  single  buildings. 

W.  Lubke's  Geschichte  dcr  deutschen  Kunst,  1880,  is  a  monumental 
work,  out  of  date  but  authoritative  in  the  treatment  of  German 
Gotliic.  H.  Otte's  Handbuch  der  kirchlichen  Kunst- Archdologie  des 
deutschen  Mittcl alters,  1883,  though  very  general  and  old-fashioned, 
is  still  useful  for  the  student.  H.  Bergner's  Kircldictie  Kunstal- 
tertiimer  in  Dcutschland,  1Q05,  is  an  encyclopedic  and  modem  work 
covering  the  German  field  of  ecclesiastical  architecture.  Bilrger- 
liche  Kunstaltcrtiimer  in  Deutschland,  1906,  by  the  same  author, 
discusses  the  secular  art.  C.  Schacfer  and  O.  Stiehl's  Die  muster- 
giltigcn  Kirchbauten  des  Mittelalters  in  Deutschland,  1901,  is  a  superbly 
illustrated  folio.  An  equally  valual)le  folio  is  H.  Hartung's  Motive 
der  mittchiltcrlichen  Baiikunst  in  Deutschland,  1904.  B.  Ebhardt's 
Deutsche  Burden,  1901,  already  cited,  is  useful  for  the  study  of 
castellan  architecture. 

C.  E.  Street's  Gothic  Architecture  in  Spain,  1865,  is  one  of  the  first 
great  works  of  research  in  Spanish  Gothic.  V.  Lamperez  y  Romea's 
Arquitcctura  Cristiana  en  la  Edad  Media,  1909,  already  cited  as  the 
most  valuable  work  on  Spanish  medieval  architecture,  is  as  authori- 
tative on  Gothic  as  on  the  earlier  styles. 

C.  E.  Boito's  Arch  it  let  ura  del  medio  evo  in  Italia,  1880,  is  an  ancient 
and  limited  but  still  useful  work  on  the  Italian  medieval  field.  C.  C. 
Cummin.i;'s  .1  History  of  Architecture  in  Italy,  1901,  treats  the  Gothic 
ar(>hitecture  in  as  popuku*  and  able  a  way  as  the  earlier  styles, 
C.  Enlart's  Origines  fran(^aiscs  dc  V architecture  gothiquc  en  Ualie^  x^94» 
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is  still  the  most  important  and  illuminating  book  on  the  origins  of 
Italian  Gothic.  G.  E.  Street's  Brick  atid  Marble  in  the  Middle  Ages, 
1874,  is  an  interesting  volume  on  the  medieval  architecture  of  Italy, 
with  some  discussion  of  the  northern  styles.  G.  R.  de  Flcury's 
La  Toscane  an  moyen  age,  1873,  is  a  superbly  illustrated  folio  work  on 
medieval  Tuscan  architecture.  C.  E.  Norton's  Church  Building  in 
the  Middle  Ages,  1902,  itself  a  work  of  art  on  account  of  the  author's 
style,  presents  an  interesting  description  of  the  building  of  the 
cathedrals  of  Venice,  Siena,  and  Florence.  E.  Bertaux's  Vart  dans 
r Italic  m^ridionale,  1904,  covers  the  monuments  of  southern  Italy 
in  an  interesting  and  scholarly  way. 

A.  G.  B.  Schayes's  Histoire  de  Varchitecture  en  Belgique,  1850-60, 
already  quoted,  is  of  great  value  for  the  study  of  Gothic  architecture 
in  Flanders.  C.  Enlart's  Uart  golhique  en  Chypre,  1899,  is  a  scholarly 
work  illuminating  as  a  study  of  the  Gothic  architecture  built  in  the 
East  by  the  crusaders. 


CHAPTER  X 
RENAISSANCE  ARCHITECTURE 

The  architecture  of  the  period  of  the  Renaissance  was. 
in  a  greater  measure  than  any  other  art,  veritably  a  rebirth 
of  the  forms  of  classical  antiquity.  This  involved,  however, 
neither  a  shaq)  interruption  of  the  developments  of  the  Middle 
Ages  nor  a  negation  of  originality  and  modernity.  Most  of  the 
forces  which  tended  to  bring  about  the  new  era  in  Europe  were 
already  at  work  in  the  later  Middle  Ages  and  were  thus  not 
I^rimarily  results  of  the  revival  of  classical  learning.  The 
decay  of  the  medieval  church  and  empire,  the  decline  of  the 
feudal  system  and  the  rise  of  nationalities  and  languages,  were 
movements  which  ap])earcd  ever\'^vhere  in  the  fourteenth  and 
fifteenth  centuries,  along  with  a  more  human  and  a  more 
naturalistic  view  of  life.  The  growing  tendency  nowadays  to 
regard  Dante,  Giotto,  and  the  sculj^tors  Pisani  as  true  men  of 
the  Middle  Ages — essentially  at  one  with  the  poets  of  Provence, 
the  ]:)ainters  of  Burgundy,  and  the  car\'ers  of  the  portals  at 
Reims — emphasizes  the  continuity  of  the  Renaissance  with 
medievalism.  In  many  of  these  men  there  mingled  with  the 
Christian  and  northern  tendencies  other  tendencies  which 
were  ])agan  and  classical,  forming  a  steady  undercurrent 
throughout  the  Middle  Ages.  It  needed  merely  a  change  in 
the  relative  strength  of  these  tendencies  to  bring  the  classical 
current  to  the  surface.  By  the  early  years  of  the  fifteenth 
century  this  change  was  accomplished  in  Italy,  and  art  and 
literature  alike  were  j)n)f()un(lly  influenced.  The  hiunanists. 
who  tried  to  reconstitute  a  free  and  natural  life  by  the  aid  of 
Greek  and  Roman  literature,  had  their  counterparts  in 
Bninelkschi,  Dc)natell(),  and  Masacci(\  who  enriched  the  arts 
not  only  by  ol )SL'r\'ation  of  nature  but  by  study  of  the  works 
of  ancient  Rome. 
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Retrospective,  traditional,  and  original  elements.  In  architect- 
ure there  resulted  an  imitation  of  the  Roman  vocabulary  of 
architectural  forms,  employed  in  part  for  the  translation  of 
ideas  fundamentally  medieval,  in  part  for  the  expression  of 
ideas  essentially  novel.  Medieval  dispositions  clothed  in 
details  of  the  classic  orders,  medieval  craftsmanship  exercised 
in  the  application  and  variation  of  classical  motives  of  orna- 
ment, are  characteristic  of  much  Renaissance  work,  especially 
work  that  is  early  or  removed  from  the  center  of  origin.  Even 
more  characteristic,  however,  are  the  new  conceptions  in  the 
composition  of  space  and  in  the  modeling  of  surface,  which 
are  embodied  both  in  some  of  the  earliest  productions  and  in 
many  mature  ones.  These  conceptions,  although  likewise 
realized  in  forms  inspired  by  antiquity,  were  themselves  quite 
modem.  Even  the  forms  of  detail,  supposedly  classical, 
differed  inevitably  in  a  hundred  respects  from  those  which 
furnished  their  ideals.  The  uses  to  which  buildings  and  forms 
necessarily  correspond  were  likewise  different  in  many  respects 
from  those  of  preceding  periods.  The  relative  importance  of 
the  various  types  of  buildings  was  radically  changed,  the 
church,  though  still  of  great  importance,  being  rivaled  by  the 
luxurious  private  dwellings  of  merchant  princes,  churchmen, 
and  nobles.  Thus,  in  spite  of  retrospective  and  traditional 
elements,  it  was  the  novel  elements  which  predominated  in 
the  new  architectural  synthesis. 

Contrasts  with  medieval  architecture.  Compared  with  the 
medieval  architecture  which  preceded  it,  Renaissance  archi- 
tectiu'e  was  less  concerned  with  problems  of  structure  and 
more  with  those  of  pure  form.  As  in  the  case  of  Roman 
architecture,  the  forms  of  detail  were  sometimes  used  as 
trophies  of  classical  culture,  with  relative  indifference  to  their 
original  structural  functions.  The  forms  were  not  merely  ends 
in  themselves,  however,  but  means  for  a  rhythmical  subdi- 
vision of  space,  more  com])lcx  and  more  varied  than  either 
ancient  or  medieval  times  had  known.  A  further  contrast 
between  the  Middle  Ages  and  the  Renaissance,  though  one 
which  has  often  been  exaggerated,  lay  in  the  relation  of  the 
designer  to  his  work.  The  architect,  in  the  ancient  and  in 
the  modem  sense,  reappeared.  We  now  realize  that  in  both 
the  Middle  Ages  and  the  Renaissance  the  general  design  was 
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controlled  by  a  single  mind,  and  that  in  both  periods  there 
were  sculptured  details  of  which  the  design  was  left  to  the 
initiative  of  individual  sculptors.  Unlike  the  medieval  master- 
builder,  however,  the  Renaissance  architect  did  not  himself 
work  on  the  scaffold,  whereas  he  did  dictate,  in  a  greater 
measure  than  his  predecessors,  the  form  of  many  uniform 
details. 

Centers  and  diffusion.  The  center  of  the  new  movement  was 
Italy,  where  the  forces  ever\'where  at  work  had  their  effect 
earlier  than  in  countries  less  richly  endowed  with  the  heritage 
of  antiquity.  During  the  fourteenth  and  fifteenth  centuries 
Florence  was  the  intellectual  capital  of  the  peninsula,  as  well 
as  one  of  the  greatest  commercial  ]3owers  in  Europe.  It  was 
in  Florence  that  the  Renaissance  in  architecture  had  its  birth, 
and  it  was  the  Florentine  school  which  dominated  the  stvle 
down  to  the  year  1500.  With  the  beginning  of  the  sixteenth 
century  papal  Rome,  now  fully  recovered  from  the  exile  of 
the  i)0])cs  and  the  schism  of  the  church,  assumed  the  leader- 
ship which  it  retained  to  the  end  of  the  Renaissance  period. 
By  the  same  time  the  new  architectural  forms  had  been 
adopted,  with  characteristic  local  modifications,  throughout 
Italy,  and  had  begun  to  penetrate  France,  Germany,  and 
Spain.  In  these  countries  and  in  England,  where  the  introduc- 
tion came  still  later,  it  was  manv  vears  before  the  transition 
from  medieval  forms  was  elTccted.  Thus  the  phases  of 
Renaissance  architecture  in  diflerent  lands  do  not  coincide  in 
time,  and,  outside  of  Italy,  forms  of  later  origin  sometimes 
mingle  with  those  of  truly  Renaissance  character.  Both  for 
these  reasons,  and  because  of  strongly  marked  national 
diflerences,  the  several  countri^'s  may  best  be  considered 
successively. 

Italy.  The  soil  in  Italy  was  particularly  favorable  for  a 
revival  of  the  forms  of  classic  architecture.  The  remains  of 
ancient  buildings  existed  on  every  hand,  in  far  greater  com- 
})leteness  than  they  do  trnday.  They  still  served,  as  they  had 
in  the  time  of  Const anline,  as  sources  from  which  not  only 
stone  and  lime  but  also  columns,  entablatures,  and  archivolts 
could  be  obtained  ready  made.  Partly  for  these  reasons, 
partly  because  of  racial  inheritance,  the  feeling  for  classical 
architecture  had  never  wholly  died  out  in  Italy,  and  Gothic 
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fonns  had  been  employed  only  with  radical  modifications  which 
brought  them  nearer  to  the  classic  spirit.  All  this  was 
especially  true  in  Florence,  which  prided  itself  on  direct  de- 
scent from  Etruria  and  Rome.  The  buildings  of  the  eleventh 
and  twelfth  centuries — ^the  Baptistry,  San  Miniato— are  so 
classical  in  their 
details  as  to  have 
been  described 
as  "proto- 
Renaissance." 
Even  during  the 
Gothic  period — 
in  the  cathedral 
and  the  Loggia 
dei  Lanzi  — 
there  was  a  lar- 
geness of  scale 
and  of  interior 
space  which  is 
more  classic 
than  medieval. 
The  round  arch 
and  other  clas- 
sical details  and 
forms  of  orna- 
ment still  per- 
sisted. 

The  early  Re- 
naissance.   Bru- 

neileschi's  dotne.        fio.  1S9— Florence,    cathedral  from  the 
It  involved  no  mhtheast 

break     with 

Florentine  medieval  traditions  wht^n  Filipjio  Brunt'llcschi 
(1379-1446)  made  his  jjruiKisal,  in  1406,  to  vault  the 
central  octagon  of  the  cathedral  of  Florence,  which  the 
builders  had  long  feared  to  attempt.  Although  he  had 
astonished  his  contemporaries  by  studying  and  drawing  the 
ancient  buildings  of  Rome,  there  was  little  in  his  solution  which 
was  not  medieval  in  inspiration,  excc|)l  the  boldness  of  span 
which  he  had  observed  in  the  Pantheon.     His  direct  prototype 
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was  the  dome  oft  he  baptistry  of  Florence,  also  octagonal, 
with  intermediate  ribs  on  each  face  and  arches  spanning 
between  them.  He  proposed  a  dome  in  two  shells  with 
segmental  arches  in  each  of  the  eight  faces,  and  ribs  with  iron 
anchors  supporting  the  inner  shell.  By  giving  a  steep  cur\'e 
to  the  dome  he 
was  enabled  to 
construct  it,  as 
Byzantine  vaults 
had  been  con- 
structed, without 
centering.  The 
whole  was  raised 
on  a  high  drum 
with  circular 
windows,  and 
sunnounted  bv  a 
lantern— feat- 
ures in  them- 
selves not  new, 
but  carried  out 
on  a  larger  scale 
and  with  somc- 
whatmore  classi- 
cal details  (Fig. 
189). 

Brunelleschi's 

other  works.    The 

first  true  monu- 

F[G.  i9i>— FLOHE.vcE.    INTERIOR  OF  SAN  LORENZO    nicnts  of  the  Re- 


were 

the  other  works  which  Bmnellcschi  undertook  while  the 
dome  Wtis  progressing.  In  these  from  the  beginning,  with 
no  jicriod  of  transition  i>r  hfsitimcy,  appeared  the  classical 
fonns  of  colimins.  pilasters,  entablatures,  all  very  clearly 
understood,  though  used  with  a  freedom  like  that  of  late 
Roman  architecture.  In  front  of  the  Spedale  degli  Innocenti, 
the  foundling  hospital,  he  constructed  in  1421  a  portico  with 
circular  archivolts  descending  on  the  heads  of  Corinthian 
columns.     The  end  bays  are  enframed  by  pilasters  in  the 
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manner  of  the  Roman  arch  order,  and  tlie  windows  of  the  upper 
story,  in  the  axis  of  each  bay,  have  architraves  and  pediments 
of  classical  form.     In  the  church  of  San  Lorenzo  (begun  about 


m^.  igi. — FLORENtii.    PAz;ii  chapel 

1425)  Brunellcsclii  reverted  to  the  type  of  the  early  Christian 
basilica,  using  a  wealth  of  classical  detail  (Fig.  iqo).  The  aisle 
walls  and  chapel  openings  arc  treated  with  an  arch  order;  the 
nave  arches  descend  on  fragments  of  entablature  which  re- 
spond to  the  entablature  in  the  aisle.     The  aisles  are  covered 
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with  domical  vaults  and  the  crossing  with  a  dome  on  penden- 
tives.  The  Pazzi  chapel  at  the  church  of  Santa  Croce,  like 
the  sacristy  of  San  Lorenzo  (l)oth  from  about  1429),  has  a 
membcring  of  the  wall  by  pilasters  and  entablatures  (Fig.  191). 
They  carrj'  ]>endcntives  and  a  dome,  which,  however,  is 
constructed 
like  the  apse 
vaults  of  a 
Gothic  church. 
In  the  portico 
before  the 
chapel  reap- 
pears for  the 
first  time  the 
colonnade  with 
a  horizontal 
entablature. 
Another  of 
B  ru  nellcschi's 
designs,  Santa 
Maria  degli 
Angeli  (1434). 
is  the  first 
building  of 
modem  archi- 
tecture to  fol- 
low the  mode 
of  composition 
about  a  central 
vertical  axis,  so 

FIG.    I()2— FLOkKSCl-,.       PALA/ZII    MEDICl-HICCARDI  .      ,    , 

common  m  late 
Roman    and 
e^iriy  nu'ilifvai  times  (Fi^.  207).     It  initiates  the  long  series 
of  c.^pmniciils  in  tlie  comliinaliun  of  different  forms  of  in- 
terim- space,  free  from  practical  or  liturgical  restrictions. 

Piihcc  designs.  IJntncllcschi's  palace  designs  are  relatively 
less  classical,  t'xce|)t  in  their  strict  balance  and  the  vertical 
aligmnciit  of  their  windows.  His  Palazzo  Pitti  has  a  range 
of  vast  rusticated  arclios  ri'miniscenl  of  the  Roman  aqueducts. 
The  t\-pical  ])alace  of  the  time  is  the  Palazzo  Medici  (now 
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Palazzo  Riccardi)  by  Michelozzo,  bc^Tin  in  1444  (Fig.   igz). 
Its  unbroken  rusticated  wall  with  windows  of  paired  arches 
resting  on  colonnettes  are  features  of  medieval  derivation, 
whereas  the  emphasis  laid  on  the  hori7/)ntaI  divisions  and  the 
details  of  the 
colonnettes  and 
the  cornice  are 
inspired  by  an- 
tiquity. 

Alberti.  A 
more  strictly 
classical  t  e  n  - 
dency  was  intro- 
duced by  Leon 
Battista  Alberti 
(1404-72),  a 
gifted  Floren- 
tine humanist, 
long  in  exile.  In 
his  paganization 
of  the  church  of 
San  Francesco 
at  Rimini  (1447) 
he  adopted,  for 
the  flank,  a  mas- 
sive range  of 
classic  piers  and 
arches,   for    the 

tatade,  the  triple  ,.,^    „3_,„,.„„,,    „,,„„,  k.cbi,,,,, 

motive     of    a 
Roman    tri- 

imiphal  arch  with  engaged  columns  and  a  broken  entab- 
lature. He  also  projected,  as  a  termination  for  the  build- 
ing, a  circular  domed  room  of  the  proportions  of  the 
Pantheon,  a  form  which  he  later  emjihasized  in  the  church 
of  the  Annunziata  in  Florence  (1451).  For  the  f:i(,-aik'  of  the 
Palazzo  Rucellai  in  Florence  (1451-55)  he  imitated  for  the 
first  time  the  superposed  engaged  orders  of  the  Tabularium 
and  the  Roman  amphilhoaters  (Fig.  103),  Pilasters  and 
entablatures  were  applied  to  the  tyijieal  ruslieated  wall  with 
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grouped  windows.  The  main  cornice  was  still  strongly 
emphasized  in  relation  to  those  between  the  stories.  Another 
time-honored  scheme  which  Alberti  revived  was  the  Greek- 
cross  plan,  with  four  equal  arms,  in  the  church  of  San  Sebas- 
tianoat  Mantua  (1459).  In  Sant'  Andrea  at  Mantua. begun  in 
1472,  he  again  made  use  of  the  triumphal  arch  motive,  not 
only  ill  the  porch,  but  also  on  the  interior  walls  of  the  nave, 


whi-re  a  rhyihmic  alternation  of  broad  arched  chapels  and 
narnnv  bays  bordtTL^d  by  pilasters  was  introduced  (Fig.  194). 
For  the  first  time  in  a  Raiaissancc  church  the  nave  itself  was 
vaulted  in  a  classical  manner,  with  an  unbroken  coffered 
barrel  vault.  First  in  modem  times  also  were  Alberti's 
writinj,'s  on  architecture,  which  have  fundamentally  influenced 
both  fhenrv  and  practice  even  to  the  present  day. 

Ollii-r  Fhrcntiucs.  The  followers  nf  Bninelleschi  and  Alberti 
in  Flurence^Simnne  del  Pnllaiunlo.  called  Cronaca,  Giuliano 
da  San  Gallo  and  his  brother  Antonio,  with  many  others — 
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employed  the  new  classical  forms  expertly,  but  without  con- 
tributing many  elements  which  were  new.  They  were 
occupied  rather  with  making  new  combinations  with  the 
elements  already  created.  Thus  in  the  octagonal  sacristy  of 
Santo  Spirito  in  Florence,  by  Giuliano  da  San  Gallo  and 


FIG.   195— THE  CERTOSA  SEAR  PAVIA,     FACADE 

Cronaca  {i489-<)6),  a  rhythmical  grouping  is  introduced  in  a 
building  of  the  centrally  balanced  type,  by  an  alternation  of 
niches  and  shallow  recesses.  Giuliano  created  the  first  of 
■  the  monumental  country  villas,  the  Villa  Poggio  at  Cajano 
(1485).  with  a  great  barrel- vaulted  hall  which  was  then  a 
novel  feature  in  domestic  architecture.  On  the  exterior  this 
came  to  expression  through  a  pcdimentcd  portico  imitating 
the  classic  temple  front,  though  not  projecting  before  the  plane 
of  the  wall.  In  Cronaca's  church  of  San  Francesco  al  Wonte 
in  Florence  (1487)  the  tendency  to  rhythmical  grouping  led 
to  an  alternation  of  triangular  and  segmental  pediments  in 
the  enframements  of  the  clerestory  windows. 
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Olher  schools.  Lomhardy.  Outside  of  Tuscany,  except  for 
isolated  works  of  the  Florentine  school,  the  new  forms  were 
only  adopted  gradually  after  the  lapse  of  some  time,  and  then 
often  for  their  more  superficial  decorative  qualities.  In  north 
Italy,  smallness  of  scale,  freedom  in  modifying  the  forms  and 
proportions  of  the  orders,  and  richness  of  sculptured  oma- 
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mentation  are  the  nutstandinj;  features.  In  Lombardy,  where 
the  Florentine  details  first  found  a  wide  application,  they 
remained  for  the  most  i)art.  throuj,'hout  the  fifteenth  century, 
a  mere  clothin;:;  for  medieval  dispositions.  In  the  facade  of 
the  Ccrtosa  at  Pavia.  iK'iam  ])rol)al»ly  in  1493,  the  details  are 
of  a  lavishness  and  multiplicity  elsewhere  unequaled,  smother- 
ing^ the  iircliiti-clntiic  oiHlines  (Fij;.  ig^).  About  1490  began 
a  cliant;c,  iinilcr  the  le:n!ersliii)  of  Doiiato  Bramante  {1444- 
15J4).  Ins|iired  liy  the  works  of  Brunelleschi  and  Alberti. 
he  took  u[)  the  muin  thread  of  de\'c!opment.     In  the  sacristy 
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of  Santa  Maria  near  San  Satiro  in  Milan  and  other  churches 
he  made  important  contributions  to  the  problem  of  buildings 
composed  about  a  central  axis.  At  Abbiate  Grasso  (1497) 
he  prefixed  to  the  church  a  great  arched  porch,  recalling  an 
ancient  exedra.  It  was  supported  on  ijilasters  which  here, 
for  the  first  time, 
were  coupled  or 
grouped  in  pairs. 

Venice.  Venice 
scarcely  took  up 
the  new  forms  be- 
fore 1470,  when 
the  family  of 
architects  called 
Lombard!  began 
their  work  there. 
In  general  their 
work  is  a  transla- 
tion of  the  local 
Byzantine  and 
Gothic  motives 
into  pseudo-classic 
forms,  carried  out 
with  rich  marble 
incrustation.  The 
Palazzo  Vendra- 
mini'(i48r}  is  per- 
haps its  best  repre- 
sentative     {Fig. 

196).     As  in  the      pic.  197— rome.    i.owiiA  of  the  chuhch  oe 
Palazzo    Rucellai,  '^■vn  marco 

the  fajade  is  dec- 
orated with  superposed  orders;  but  here  eiij^'aged  columns, 
resting  on  pedestals  in  the  lower  stories,  arc  elements  of  closer 
similarity  to  ancient  examples.  On  the  other  hand  the  arches 
are  subdivided  by  tracery,  which  is  essentially  medie\-al  in 
spite  of  its  classic  details.  As  usual  in  Venice,  the  retention 
of  a  threefold  subdivision  of  the  width  results  in  a  com- 
plicated rhythmical  grouping  of  the  sujipurts. 

Rome.    Rome  first  cx]tericiiced  an  artistic  re\'ival  during 
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bay"  which  Alberti  had  employed  in  an  interior — was  em- 
ployed on  the  facade,  and  terminal  masses  of  slight  projection, 
"end  pavilions,"  appear  for  the  first  time. 

The  "High  Renaissance,"  Branianle.  The  second,  mature 
period  of  the  Renaissance,  the  "High  Renaissance"  as  it  is 
sometimes  termed,  began  at  Rome  with  the  papacy  of  Julius 
II.  (1503-13)  and  Leo  X.  (1513-21).     Their  lavish  court  and 
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ga'at  undertakings  attracted  to  the  city  the  finest  talent  oi 
all  Italy,  including  Bramante,  Raphael,  Leonardo  da  Vinci, 
and  Michi-'langelo.  Bramante  was  the  moving  spirit  in  the 
creation  of  Llie  new  Roman  school  of  architecture,  as  Brunelles- 
chi  \\m]  Ik'L'ti  (if  the  Floreniiiic  school.  In  his  first  attested 
dt'sign  in  Rome,  ihc  t^hrineat  theplaccof  Rainl  Peter's  martyr- 
dom, Bramante  outvicil  all  his  jircdocessors  in  classical  ardor, 
l>y  adopting  the  .scliaiie  nl  a  Roman  circular  temple  with 
its  peristyle  (Fig.  H)S),  This  so-called  "Tempietto."  at  the 
church  <;f  San  Pit.-lr()  in  Montorio,  is  surmounted  by  a  dome  on 
a  tall  dnim,  and  was  intended  to  be  surrounded  by  a  circular 
c.lonnadcd  court. 

liraimiiUc's  Uilcr  zcorhs.     Bramante  was  soon  intrusted  with 
the  two  mi  >st  ambitious  schemes  of  Julius,  the  extension  of  the 
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Vatican  and  the  rebuilding  of  Saint  Peter's,  so  long  proposed. 
To  unite  the  Vatican  with  the  Belvedere  he  designed  a  court 
almost  a  thousand  feet  in  length,  surrounded  by  superposed 
galleries  with  the  rhythmical  triumphal-arch  motive,  and 
terminated  by  a  vast  semicircular  niche  like  those  of  the 
Roman  thermje 
(Fig.  222).  The 
rise  of  the 
ground  within 
the  court  was 
given  a  novel 
treatment  by 
■  high  terrace 
walls  and  balus- 
traded  flights  of 
steps.  In  the 
new  Saint  Pe- 
ter's Bramante 
thought  less  of 
meeting  tradi- 
tional liturgical 
requirements 
than  of  creating 
a  monument  to 
the  glory  of 
God,  the  found- 
er,  and  the 
church.  For 
this  purpose  he  __ 

chose  his  favor- 
ite form  of  the 
centrally  composed  building,  magnified  and  elaborated.  He 
proposed,  in  the  words  of  his  own  metaphor,  to  raise  the 
Pantheon  above  the  vaults  of  the  Basilica  of  Maxentius  (Fig. 
199).  His  studies  for  the  building  involved  new  solutions  of 
a  great  number  of  current  problems,  and  were  a  scho()l  for  the 
whole  younger  generation  of  architects.  Toward  the  end  of 
his  life  he  also  gave  new  suggestions  fnr  ])alace  design  in  the 
projected  building  for  the  pajjal  courts  of  justice,  with  its 
gigantic  rusticated  blocks  in  the  ground  story. 
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Raphael  and  Peruzzt.  The  principal  followers  of  Bramante, 
although  strongly  influenced,  likewise  made  new  contributions 
to  the  general  development.  Raphael  (1483-1520),  Bra- 
mante's  ne^ihew  and  proteg^.  embodied  some  of  Bramante's 


ideas  forSiuiu  Peter's  in  the  little  Chigi  chapel  at  the  church  of 
Santa  Maria  (k'l  Piipolo.  His  own  palace  (Fig.  acre),  executed 
with  BramanU''s  aid,  had  the  j>round  story  treated  as  a  hea\'y 
rusticated  basement,  and  the  principal  story — the  piano  nobiU 
— emphasized  by  coupled  engaycd  columns.     On  Bramante's 
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death  in  15 14  Raphael  succeeded  to  the  architectural  dictator- 
ship. In  executing  the  loggias  of  the  Court  of  San  Damaso  at 
the  Vatican,  he  revived  the  stuccoed  decorations  of  the  Roman 
interiors,  then  recently  discovered.  Thus  arose  the  graceful 
compositions  of  leafage,  figures,  and  small  medallions  imitated 
by  his  pupils  at  the  Villa  Madama  (Fig.  201)  and  elsewhere. 
In  the  Palazzo  dell'  Aquila  similar  decorations  were  applied  to 
a  facade,  in  which  there  was  also  a  rich  alternation  of  niches 
and  pedimented  tabernacles  (Fig.  202).  The  large  engaged 
column,  there  restricted  to  the  shop  fronts  of  the  basement 
story,  disappears  entirely  in  Raphael's  design  for  the  Palazzo 
Pandolfini  in  Florence.  With  its  tabernacles  relieved  against 
a  stuccoed  wall  having  angle  quoins,  this  was  the  model  for 
many  later  Roman  palaces.  The  Villa  Madama,  begun  from 
Raphael's  designs  and  left  unfinished,  had  for  the  first  time  an 
intimate  architectural  connection  between  house  and  gardens. 
This  was  achieved  not  only  by  elaborate  axial  relationships, 
but  by  terraces,  stairs,  and  niches  recalling  the  Villa  of  Hadrian 
at  Tivoli.  Peruzzi,  who  outlived  the  youthful  Raphael  by 
sixteen  years,  continued  the  development  in  the  direction  of 
greater  freedom  in  plan  and  in  fagade.  The  Villa  Famesina, 
which  seems  probably  to  be  his  design,  has  end  pavilions 
suggested  by  those  of  the  Cancelleria,  but  projecting  two  bays, 
so  as  to  inclose  a  U-shaped  court.  His  plan  for  the  two 
palaces  for  the  Massimi  in  Rome  (1529),  on  an  irregular  site, 
shows  a  remarkable  facility  in  the  adaptation  of  classical 
elements  (Fig.  203).  In  one  the  fagade  is  curved  to  follow  the 
line  of  the  street,  and  a  multitude  of  consoles  in  the  enframe- 
ment  of  windows  and  doors  begin  to  relieve  the  strictly  geo- 
metrical lines  of  earlier  architectural  forms.  All  these 
tendencies  find  their  strongest  exi)rCvSsion  in  Michelangelo, 
and  doubtless  depend,  in  large  measure,  on  his  earliest  archi- 
tectural designs,  which  had  been  for  the  fagade  of  San  Lorenzo 
in  Florence  (15 14)  and  for  the  Medici  chapel  there  (1521-29, 
Fig.  204).  These,  however,  with  his  other  buildings,  form 
the  point  of  departure  of  the  following  phase  of  style,  the 
baroque,  and  thus  must  be  discussed  later. 

Other  schools.  Venetia.  The  architects  of  the  High  Renais- 
sance in  the  rest  of  Italy  took  their  inspiration  from  Rome,  as 
those  of  the  early  Renaissance  had  from  Florence.     The 
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grammar  of  classical  forms  was  now  everywhere  undcrslocd, 
and  thus  local  differences  are  less  marked,  but  characteristic 
schools  nevertheless  existed.  Most  notable  of  these  was  that 
of  Venetia,  headed  by  two  other  disciples  of  Bramantc, 
Sanmichcli  (1484-1559)  and  Sansovino  (1486-1570).  These 
men  followed  the  more  robust  use  of  the  orders  in  the  work  of 
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Bramante  and  Raphael.  Thus  in  Saninicheli's  Palazzo  Pom- 
pci  in  Verona  (1530)  and  Sansovino's  Palazzo  Comaro  della 
Ca'  Grande  in  Venice  (1530),  we  have  a  reminiscence  of 
Raphael's  own  palace.  Sanmicheli  initiated  a  long  series  of 
designs  of  a  still  more  rugged  character  by  his  notable  city 
gates  for  Verona  (1533^.).  with  rusticated  columns  which 
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are  the  embodiment  of  military  strength.  In  the  Palazzo 
Grimani  at  Venice  {Fig.  205)  he  rcstudied  the  scheme  of  the 
earlier  Palazzo  Vcndramini,  eliminating  the  medieval  sur- 
vivals and  endowing  all  the  forms  with  a  truly  classical  s])irit. 
Sansovino  took  the  Tabularium  of  the  Capitol  in  Rome  as 
his  model  for  the  Library  of  Raint  Mark  (Fig.  206),  which  gives 
the  efEect  of  an  open  arcade  in  two  stories.  The  cmijloyment 
of  subordinate  engaged  cfilumns  to  support  the  imjiosts  of  the 
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upper  story,  and   the  wealth  of  ornamental  sculpture,  are 

features  of  this  extreme  ycL  characteristic  product  of  the 
Renaissance. 

Types  of  buildings.    Churches.     The  longitudinal  type.  As 

strands  in  the  general  tendency  in  matters  of  style  ran  the 
individual  developments  of  single  types  of  buildings,  which 
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offer  some  further  jjoints  of  importance.  The  churches  here 
fall  into  two  Ki"""!'^.  those  comijoticd  about  a  longitudinal 
axis  and  tliosc  ciimposL-d  about  a  centra)  axis.  It  was  the 
fomier  of  these  j^'roiips  which  rejjrcsi'nted  the  continuance  of 
medieval  traiiilioii  and  thus  ulTered  less  of  novelty.  Brunelles- 
chi  contrilmted  to  it  by  revi\-ing  the  basilican  scheme  of 
Omstaniine's  {lay,  with  a  flat  ceiling  in  the  nave  and  the 
addition  of  domical  vaults  o\'er  the  aisle  bays.     Although  in 
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San  Lorenzo  (1425)  the  T-shaped  plan  of  the  first  basilicas 
was. adhered  to,  in  Santo  Spirito  (1435)  the  full  Latin  cross 
of  the  Middle  Ages  was  adopted,  with  square  ends  to  the  arms 
and  the  aisles  carried  completely  around  them.  A  vaulting 
of  the  nave  with  a  barrel  vault,  then  considered  the  most 
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classical,  was  possible  only  with  suppression  of  the  aisles.  A 
membering  of  the  nave  walls  and  a  richer  spati;il  effect  was 
furnished  in  such  cases  by  lateral  chapels.  This  was  the  case 
in  Brunelleschi's  church  of  the  Badia  at  Ficsnle,  completed  in 
1463,  where  the  chapels  were  all  ahke,  and  in  Albcrti's  Sant' 
Andrea  at  Mantua,  which  initiated  the  rhythmical  system  of 
piers.  In  San  Salvatore  in  Venice  (1506)  this  rhythmical 
scheme  was  ajjplied  to  a  thrce-aislcd  church  by  the  em])lny- 
ment  of  the  vaulting  scheme  of  Saint  Mark's.    Already  in  these 
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churches  appeared  the  characteristic  tendency  of  the  later 
long-naved  churches.  This  was  toward  a  development  of 
the  crossing,  choir,  and  transepts  on  the  Hnes  of  a  building  of 
central  type  with  equal  arms. 

Basilican  facades.  The  fagades  of  the  basilican  churches 
also  presented  a  problem.  Those  of  the  earliest  architects 
remained  in  crude  brickwork  awaiting  some  ambitious  com- 
pletion. Alberti  was  the  one  who  established  the  general 
type:  an  order  or  sui)eq)osed  orders,  with  the  doors  and 
windows  in  the  intervals.  Usually  there  was  a  pediment  and 
often  there  were  great  volutes  opj^osite  the  aisle  roofs,  uniting 
the  aisles  with  the  clerestory.  In  some  cases  an  arcaded 
portico  was  i)refixed,  with  the  inevitable  Roman  arch  order. 

Churches  of  the  central  type.  The  church  composed  on  a 
central  axis  was  perhaps  the  most  characteristic  problem  of 
the  Italian  Renaissance  (Fig.  207).  The  solutions  were  based 
either  on  a  central  octagon  with  an  octagonal  dome  or  cloister 
vault,  or  on  a  square  central  space  with  a  dome  on  pendentives. 
In  the  first  examj)le — Brunelleschi's  Santa  Maria  degli  Angeli 
(1434) — the  eight  subordinate  spaces  are  of  equal  importance. 
They  themselves  have  minor  elements  in  the  form  of  niches, 
which  are  connected  by  unimportant  doors.  Similar  in  their 
co-ordination  of  the  subordinate  spaces  are  the  churches  of 
(}reek  cross  type,  beginning  with  Alberti's  San  Sebastiano 
(i45())  and  finding  their  ultimate  expression  in  churches  by 
the  elder  vSan  Gallo.  Beginning  with  the  sacristies  by  San 
Gallo  and  by  Bramante,  however,  there  is  usually  an  alterna- 
tion in  the  subordinate  s])aces,  which  tend  to  become  more 
elaborate,  but  in  general  have  no  connection  with  one  another 
excei)t  through  the  central  s]jace.  An  intermediate  between 
the  scjuare  and  octagonal  schemes  was  created  by  Bramante's 
cutting  off  the  corners  below  the  pendentives  in  the  crossing 
of  Saint  Peter's.  His  further  innovations  were  anticipated 
somewhat  in  manuscript  studies  of  Leonardo  da  Vinci,  where 
he  attemi)ted  to  canvass  systematically  all  possible  combina- 
tions of  domes  and  subordinate  s])aces.  Here  Leonardo 
{progressed  to  centrally  composed  buildings  of  the  second 
degree,  that  is,  to  groups  in  which  the  subordinate  spaces  are 
tliemseh'es  coni])osed  of  minor  features  about  a  central  axis. 
It  was  a  still  more  elaborate  comjjosition  of  this  sort  which 
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Bramante  undertook  in  Saint  Peter's.  Between  the  four  arms 
of  a  great  Greek  cross  he  placed  four  smaller  Greek  crosses 
opening  into  the  arms  of  the  larger  one,  and  having  themselves 
a  minor  zone  of  niches.  Although  a  means  of  circulation 
about  the  central  space  was  incidentally  provided,  it  was  not 
in  an  aisle  of  co-ordinated  bays,  but  involved  periodic  emer- 
gence into  the  arms  of  the  great  cross.  The  variety  of  spatial 
effects  was  thus  greatly  increased,  while  each  portion  of  the 
church  retained  a  strong  individual  unity. 

Palaces.  The  characteristic  problem  of  the  Renaissance  in 
domestic  architecture  was  the  town  palace  of  the  merchant 
j)rince,  the  petty  tyrant,  or  the  dignitary  of  the  church.  Such  a 
building  had  to  rise  in  several  stories  on  a  limited  site,  bounded 
by  one  or  more  streets  and  usually  by  party  walls,  and  had  to 
offer  security  against  the  turbulent  factions  of  the  city.  Like 
its  predecessors  of  the  medieval  towns,  it  had  thus  to  open 
about  a  court,  and  to  be  closed  on  the  exterior.  In  the  tjrpical 
plan  the  court  was  rectangular,  with  surrounding  arcades 
which  gave  a  covered  communication  at  least  between  the 
rooms  of  the  ground  story.  In  general,  no  one  of  the  rooms 
greatly  surpassed  the  others  in  size  and  importance,  although 
toward  the  end  of  the  period  there  was  a  tendency  to  introduce 
a  j)rincii)al  hall  or  gallery.  The  facade  even  then  took  no 
cognizance  of  the  internal  divisions  but  retained  a  unifonn 
s[)acing  of  the  axes.  All  these  qualities  are  stunmarized  in  the 
largest  of  the  Roman  palaces,  the  Palazzo  Famese  by  Antonio 
da  San  Gallo  the  younger  (c.  1520-80).  Without  embodying 
any  radical  innovations,  it  had  a  wide  influence  in  the  diffusion 
of  the  type  (Figs.  20S,  209).  It  stands  free  on  all  sides,  with 
passages  to  the  court  at  the  center  of  each  face,  the  principal 
one  ha\^ing  a  barrel  vault  with  colonnaded  aisles.  The  square 
court  itself  has  the  scheme  of  the  Colossetun  in  three  stories, 
Doric,  Ionic,  and  Corinthian,  the  two  lower  ones  with  the  arch 
order,  the  u]Ji)cr  one  with  pilasters  and  pedimented  windows. 
On  the  fagade  the  sclieme  of  Rai)haers  Palazzo  Pandolfini  was 
adopted,  but  with  an  additional  story  and  a  strong  emphasis 
on  the  central  axis.  In  the  Roman  palaces  from  the  time  of 
Bramante  the  stories  of  minor  importance  began  to  secure 
recognition  in  the  fac^ade.  A  low  uppermost  story  for  the 
S'jrv'ants  was  given  small  windows  beneath  the  entablature 
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of  the  upper  order,  as  in  the  CanccIIeria,  or  in  the  frieze  of 
the  main  cornice,  as  in  the  Pamesina.  In  stories  of  which 
the  full  height  was  needed  only  for  certain  larger  rooms,  it 
became  customary  to  halve  the  height  for  the  smaller  rooms, 
securing  over  them  a  half  story  or  mezzanine.  The  windows 
of  such  mezzanines,  which  first  appear,  much  subordinated. 


■       FIU.   208— HOME.      PALAZZO  FARNESE 

in  the  palaces  of  Raphael,  tended  to  attain  increasing  inde- 
pendence. In  Venice,  as  we  have  seen,  the  inherited  palace 
type  was  an  exception  to  the  rule  which  prevailed  elsewhere. 
Instead  of  a  monumental  court  there  was  a  iargc  principal 
room  in  the  center  of  the  front,  extending  deep  into  the 
building.  At  the  sides  were  minor  suites,  and  the  threefold 
division  was  characteristically  expressed  on  the  fagade. 

Villas.  The  increasing  security  of  the  country  permitted, 
even  in  the  early  days  of  the  Renaissance,  the  erection  of  villas 
outside  the  city  walls.  The  earliest  of  these,  near  Florence, 
the  Villa  Carregi  by  Michelozzo,  is  still  somewhat  irregular 
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in  plan,  but  has  projecting  loggias  which  are  suggestive  of 
later  developments  in  the  union  of  house  and  garden.  Such 
projections,  however,  were  relatively  infrequent.  The  house 
tended  to  remain  a  unity  by  itself,  as  at  Cajano,  and  the 
gardens  were  laid  out  without  much  reference  to  the  axis  of 
the  building.  Only  at  the  end  of  the  period,  in  the  Villa 
Madama,  does  the  architectural  scheme  tend  to  assert  itself 
also  in  the  garden,  in  the  manner  so  characteristic  of  the  later, 
baroque  xallas. 

Public  buildings.  Some  further  important  types  were  the 
municipal  palaces  and  the  public  hospitals.  An  open  loggia 
on  the  exterior,  as  in  Bruhelleschi's  Spedale  degli  Innocenti, 
was  the  symbol  that  sttth  bUildings  belonged  to  the  public.  An 
early  Renaissance  exalhple  outside  of  Florence  is  the  Loggia 
del  Consiglio  at  Verona,  attributed  to  Fra  Giocondo  (1476). 
It  has  arches  descending  on  small  columns,  and  an  upjxn- 
story  of  typical  north  Italian  richness  of  detail.  In  the 
Palazzo  Comunale  at  Brescia  a  similar  scheme  is  realized  with 
more  classical  forms,  the  arch  order  with  projecting  half- 
columns  below,  a  second  story  with  i)ilasters  and  tabemacle- 
like  window  enframements.  The  series  really  includes  the 
library  in  Venice  (Fig.  206),  where  the  upper  story  is  also 
arcaded.  A  final  solution,  in  which  open  loggias  in  two  stories 
completely  surround  the  building — Palladio's  ** Basilica"  at 
Viccnza  (Fig.  225) — stands  at  the  threshold  of  the  following 
period  (1549). 

Taicn  planning.  The  town  planning  of  the  Renaissance  was 
limited  for  the  most  part  to  the  leveling  and  straightening  of 
streets  in  existing  towns,  with  the  sweeping  away  of  booths  and 
minor  constructions  which  encumbered  the  surroundings  of 
churehes  and  public  buildings.  0])en  squares  before  important 
new  buildings,  which  would  pennit  an  appreciation  of  their 
symnietry,  were  early  desired,  but  were  obtained  in  few 
instances.  Where  a  square  was  bordered  by  porticoes  these 
were  kei)t  distinct,  and  were  not  continuous  as  they  had  been 
in  Hellenistic  and  late  Roman  times.  The  buildings  them- 
seh'es  formed  the  unities,  and  not  the  square.  In  the  rare 
cases  where  new  towns  or  quarters  were  to  be  laid  out, 
regularity  and  symmetry  were  i)ref erred.  The  civic  group 
at  Pienza  (1460-63)  is  the  most  notable  of  the  schemes  which 
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came  to  execution.  Here  the  episcopal  palace  and  the  palace 
of  the  Piccolomini  balance  on  either  side  of  the  cathedral 
piazza,  which  has  its  sides  converging  toward  the  spectator, 
as  in  some  of  the  most  famous  of  the  baroque  squares. 

Individual  forms.  The  forms  of  Renaissance  architecture 
(Figs.  210,  211),  although  inspired  by  those  of  Rome,  were 
no  more  literal 
imitations  of  them 
than  the  Roman 
forms  themselves 
had  been  imita- 
tions of  Greek 
forms.  Partly  be- 
cause of  medieval 
survivals,  partly 
because  of  inade- 
quate knowledfje 
of  antiquity, 
partly  even  in 
criticism  of  the 
antique,  the  archi- 
tects of  the  Re- 
naissance modified 
the  classical  forms 
so  that  they  are 
unmistakably 
theirs.  In  simpler 
buildings,  to  be 
sure,  there  was 
sometimes  scarce- 
ly a  detail  which 
would  betray  the 
dependence  of  the 
period  on  Rome. 
The  fa9ade  of  the 

Palazzo  Pitti  might  seem  suggested  merely  by  material  and 
function.  In  later  and  richer  buildings  there  is  still  always 
some  nuance,  e\'en  asi<Iti  from  the  fresh  comljinations,  in  which 
is  visible  the  originahty  of  the  Renaissance, 

Walls.    The  continuous  wall  received  much  characteristic 
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treatment  both  in  the  early  and  in  the  High  Renaissance. 
During  the  eariy  phase  the  usual  method  was  that  of  rustica- 
tion— an  artistic  modification  of  the  medieval  practice  of 
leaving  the  stones  quarr^'^-faced,  with  merely  the  joints 
dressed.  In  the  Palazzo  Pitti  there  is  a  gradation  in  the 
projection  of  the  stones  in  successive  stories,  the  lower  ones 
reaching  in  extreme  cases  a  projection  of  over  two  feet.  In 
the  Palazzo  Medici  (Riccardi)  there  is  a  more  pronounced 
gradation,  with  rough  blocks  in  the  lower  story,  rectangular 
grooving,  like  that  of  some  Roman  examples,  in  the  inter- 
mediate story,  and  smooth  ashlar  in  the  upper  story  (Fig. 
192) — a  system  considerably  imitated  in  later  Florentine 
structures.  The  buildings  mentioned  have  courses  of  irregu- 
lar height  and  stones  of  differing  lengths.  Not  until  toward 
1500,  in  the  Cancelleria  and  other  buildings  of  the  time,  was 
a  perfectly  uniform  system  of  jointing  adopted.  Meanwhile 
another  system  of  exterior  wall  treatment  had  been  gaining 
ground,  the  use  of  stucco  for  the  main  surface,  as  it  had  been 
used  from  the  beginning  in  interiors.  Against  this  stuccoed 
surface  was  contrasted  the  stonework  about  the  openings,  and, 
later,  tiers  of  rusticated  blocks  or  quoins  at  the  angles  of  the 
building.  In  the  Palazzo  Pandolfini  iind  the  Palazzo  Famese 
angle  quoins  were  made  of  alternating  lengths,  bonding  into 
the  wall.  In  late  works  of  Raphael  and  his  school  the  stucco 
itself  was  modeled  into  festoons  and  medallions,  still  subordi- 
nate, however,  to  the  window  cnframements. 

Moldings.  As  in  Roman  architecture,  the  foot  and  the 
crown  of  the  wall,  as  well  as  minor  divisions,  were  marked  by 
horizontal  moldings.  The  machicolated  and  battlemented 
cornices  of  the  Middle  Ages  gave  ])lace  to  cornices  with  a  bed 
molding,  corona,  and  c\Tna  on  Corinthian  lines  (Fig.  211). 
Between  the  stories  were  carried  string-courses,  likewise  made 
up  of  classical  elements.  As  time  went  on  there  was  an 
increasing  approximation  to  the  full  membering  of  the  orders. 
Thus,  whereas  the  Palazzo  Medici  has  a  cornice  only,  the 
Palazzo  Strozzi  (1489-1507)  has  also  a  frieze,  and  many  later 
buildings,  even  without  columns  or  pilasters,  have  a  full 
entablature  of  classic  ty]je.  In  the  same  way  it  became 
customary  to  emj^loy  in  the  arch  order,  in  tabernacle  windows, 
and  elsewhere,  a  pedestal  with  its  own  cap  and  base  moldings* 
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like  those  in  the  upper  stories  of  the  Colosseum.  The  profiles 
of  individual  moldings  increase  in  delicacy  of  line  and  truth 
to  antique  principles  until  in  the  works  of  Raphael  and 
Peruzzi  there  is  a  refinement  suggestive  of  Greek  models. 

Openings.  The  oj^enings  at  first  were  predominantly 
arched.  Medieval  traditions  preserved  a  strong  influence  in 
the  retention  of  a  ring  of  deep  voussoirs,  the  sinking  of  the 
profile  in  the  wall,  and  the  persistence  of  a  central  colonnette 
with  tracery-like  arches  (Fig.  210).  In  walls  of  stucco  and 
in  interiors,  however,  the  projecting  classical  architrave  early 
asserted  itself,  and  rectangular  and  circular-headed  windows 
without  subdivisions  made  their  appearance.  A  more  elabo- 
rate treatment,  which  was  destined  to  become  normal,  was  the 
enframement  of  openings  by  an  order,  often  with  a  pediment. 
This  had  been  revived  during  the  Middle  Ages  in  the  baptistr\' 
of  Florence  and  was  employed  by  Brunei leschi  in  the  doors  of 
the  sacristy  of  San  Lorenzo.  For  its  use  about  a  window  or 
niche,  the  tabernacles  of  the  interior  of  the  Pantheon,  with 
their  common  pedestal,  gave  the  model  followed  in  the  Palazzo 
Pandolfini  and  others  of  its  type  (Fig.  211).  The  use  of  ears 
on  an  architrave  began  with  Raphael,  and  consoles  to  support 
the  cornice  in  doors  and  windows  came  with  Michelangelo 
and  Peruzzi. 

The  orders.  The  men  of  the  Renaissance  distinguished 
five  orders,  elaborating  the  vague  suggestions  of  Vitruvius 
regarding  an  Etruscan  or  "Tuscan"  and  a  composite  order. 
The  favorite  order  of  tl^?  early  Renaissance  was  the  Corinthian. 
The  smaller  cai)itals  in  this  order,  although  more  classical 
than  those  of  the  Middle  Ages,  were  still  greatly  modified 
in  comi:)arison  with  ancient  examples.  Especially  frequent 
was  a  capital  with  but  a  single  row  of  leaves,  often  with 
dol])hins  or  other  fantastic  substitutes  for  the  volutes.  In  a 
series  of  such  capitals  eacli  one  was  often  individually  designed, 
as  in  medieval  c()m])()siti()n  (Fig.  210).  With  Alberti  came  a 
wider  use  of  the  other  orders,  due  to  their  superposition  as  in 
the  amphitheaters,  although  the  strict  sequence  of  Doric, 
Ionic,  and  Corinthian  was  not  always  followed.  From  the 
time  of  Bramante  the  Doric  order  obtained  the  preference,  and 
the  fonns  of  all  the  orders  became  more  strictly  classical. 
There  was  also  a  tendency  to  increase  the  scale  of  the  orders 
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and  to  subsume  more  than  a  single  story  in  the  height  of  one 
order.  In  the  interior  of  churches  the  use  of  a  single  order 
reaching  to  the  spring  of  the  \'aults  was  a  legacy  from  medieval 
churches  with  their  vaulting  shafts.  It  persisted  when,  in 
Bramante's  studies  for  Saint  Peter's,  he  introduced  subordi- 
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nate  superposed  orders,  and  it  appeared  on  the  exterior  as  well. 
In  civil  architecture,  also,  the  employment  of  a  single  inclusive 
order  was  approached,  although  during  the  Renaissance 
proper  there  was  scarcely  more  than  a  mezzanine  combined 
with  the  principal  story.  At  the  other  extreme  from  the 
employment  from  these  ** colossal"  orders  was  the  use  of 
miniature  columns  to  carry  the  coping  of  a  parapet  (Fig.  210). 
In  the  villa  at  Cajano  and  later  buildings,  however,  these 
colonnettes  were  replaced  by  the  vase-like  forms  known  as 
balusters  {cf.  Fig.  211),  creations  of  the  Renaissance,  which 
have  ever  since  retained  their  importance. 

Archy  lintel,  and  column.  The  architects  of  the  Renaissance 
rarely  made  use  of  the  free  horizontal  lintel,  except  in  loggias 
where  there  was  no  vaulting  or  superincumbent  wall.  They 
preferred  at  first  to  spring  arches  from  coltimn  to  column,  later 
to  enframe  the  arch  by  an  order  with  pilasters  or  engaged 
coliunns.  In  this  they  reversed  the  sequence  of  development 
in  Roman  architecture.  In  the  last  years  of  the  period, 
however,  the  desire  for  richness  led  them  to  substitute  an 
entablature  for  the  impost  in  the  arch  order  and  place  a  minor 
column  below  it.  Thus  was  devised  the  so-called  *'Palladian 
motive"  of  a  central  arch  resting  on  the  entablatures  of  lateral 
square-headed  l)ays,  which  first  appeared  in  the  Pazzi  Chapel 
and  found  its  definitive  use  in  Palladio's  Basilica  at  Vicenza 
(Fig.  225). 

Wall  mcnihcring.  In  the  use  of  columnar  forms  for  the 
mcmbering  of  a  wall,  the  tendency  of  development  was  in  the 
same  direction  as  in  Roman  architecture.  Whereas,  beginning 
with  Albcrti,  a  subdivision  by  i)ilasters  and  entablatures  was 
usual,  after  1500  there  was  a  rex'ersion  to  wall  surfaces  without 
other  orders  than  tliose  of  the  window  enframements.  In 
Bratnante's  ])cilaccs  the  order  is  omitted  in  the  ground  story, 
wliich  once  more  has  merely  a  frank  rustication;  and  in  the 
Fantlolfini  and  many  later  ])alaces  the  efTect  is  dependent 
entirely  on  tal)ernac]e-work,  as  it  had  l)een  in  the  late  Roman 
staj^a'  backt^rounds.  In  Hij^^h  Renaissance  palaces,  to  be  sure, 
the  en^^a.i^ed  cohinin  was  often  su1)stituted  for  the  pilaster,  but 
this  was  followed  l)y  the  use  of  columns  standing  quite  free  of 
the  wall  and  tlius  clearly  l)et raying  their  decorative  character. 
The  scheme  of  the  arch  of  Domitian  (Constantine)  was  thus 
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repeated  in  a  playful  manner  in  Sansovino's  Logetta  in 
Venice  (1540). 

Proportions.  With  the  revival  of  classical  forms  came  a 
revival  of  classical  proportions,  and  still  more  of  the  classical 
system  of  proportions.  Alberti  and  others  inculcated  the 
use  of  integral  ratios,  and  the  modular  system  of  Vitruvius 
for  determining  the  members  of  the  orders.  However  much 
the  architects  of  the  period  felt  free  to  depart  from  such 
mathematical  proportions  in  actual  practice,  there  can  be  no 
question  that  they  gave  great  attention  to  geometrical 
similarity  in  the  designing  of  masses  and  openings.  There 
results  in  many  works  a  musical  harmony  of  forms  like  that  of 
Periclean  architecture. 

Ornament.  The  love  of  ornament,  both  in  sculpture  and  in 
color,  which  was  characteristic  of  Italy  throughout  the  Middle 
Ages,  persisted  in  the  Renaissance.  Classical  models  were 
here  taken  up  even  more  readily  than  for  the  larger  forms  of 
architecture.  Garlands,  rosettes,  arabesques,  candelabra,  and 
acanthus  foliage  were  carved  with  a  knowledge  and  freedom 
which  showed  them  to  have  become  true  possessions  of  the 
Renaissance  artist  (Fig.  210).  Notwithstanding  their  own 
abilities  as  sculptors  and  omamentalists,  the  early  Florentine 
architects  kept  the  carved  detail  strictly  subordinate  to  the 
architectural  forms.  In  Lombardy  this  was  less  often  the 
case.  There '  even  the  pilaster  itself  was  paneled  to  receive 
an  arabesque.  In  Rome  under  Brtimante  the  abstract  archi- 
tectural forms  tended  to  supersede  floral  ornament  altogether. 
The  Tempietto  of  Bramante  shows  not  a  leaf  on  the  exterior. 
Under  Raphael  and  Michelangelo,  on  the  other  hand,  decora- 
tive features  once  more  reasserted  themselves  in  the  facade 
(Fig.  202),  and  in  the  loggias  of  the  Villa  Madama  and  of  the 
Vatican  they  reached  perhaps  their  highest  development 
(Fig.  201). 

Spatial  forms.  The  same  preoccupation  with  proi^ortions 
which  appeared  in  the  study  of  fagades  showed  itself  in  the 
determination  of  the  forms  of  interior  space.  Except  in 
churches,  rectangular  shapes  were  almost  the  only  ones  em- 
ployed. Simple  integral  ratios  were  recommended  for  the 
relations  of  the  length  and  height  of  rooms  to  their  width.  In 
general  each  element  formed  a  unit  completely  independent. 
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without  any  spatial  connection  with  others.  The  stairs, 
which  might  have  furnished  such  a  connection,  were  either 
based  on  the  spiral  stairs  of  the  Middle  Ages  or  were  in  narrow 
runs  inclosed  between  walls. 

Vaults.  The  technical  difficulties  of  vaulting,  after  the 
vast  experience  of  the  Middle  Ages,  troubled  the  men  of  the 
Renaissance  but  little.  They  were  free  to  choose  those  forms, 
whether  classical  or  medieval,  which  comported  best  with  their 
feeling  for  the  composition  of  space.  The  one  most  preferred 
was  the  dome.  Except  in  the  attempts  of  Alberti  to  imitate 
Roman  examples,  this  was  usually  employed  over  a  square 
plan — either  as  one  of  a  series  of  domical  vaults  supported  on 
cross-arches  or  as  a  dome  on  pendent ives  at  the  central  point 
of  a  plan.  From  the  time  of  Bramante's  studies  for  Saint 
Peter's  his  solution  of  the  problem  of  a  dome  on  pendentives — 
with  an  enlargement  of  the  centnil  si)ace  by  short  diagonal 
faces  below  the  pendentives — was  widely  adopted.  The  barrel 
vault,  which  frequently  a])peared  over  the  arms  of  cross-plans 
and  elsewhere,  was  likewise  seldom  given  its  unbroken  con- 
tinuity but  was  banded  with  cross-arches  at  each  bay  after  the 
medieval  fashion.  Penetrations  of  the  vaulting  surface,  which 
might  have  given  light  directly  in  the  vault,  were  as  rare  as 
in  Roman  architecture.  The  groined  vault,  too,  was  little 
favored,  a])]:)earing  almost  solely  in  the  interior  arcades  of 
courts,  where  it  was  necessary  to  have  a  concentrated  thrust 
which  might  l^e  met  by  iron  rods  at  each  bay.  On  the  other 
hand  the  cloister  vault,  a  square  or  octagonal  dome,  was  widely 
used,  as  well  as  the  ai)se,  which  might  be  either  semicircular 
or  semi-octagonal.  A  rich  combination  of  vault  forms  with 
sui)porting  members  ])crfectly  a(la])tcd  to  them  occurs  in  the 
loggia  of  the  Villa  Madama  (Fig.  201),  in  which  appears  also 
a  characteristic  decoration  of  arabesques  in  stucco. 

External  treatment  of  the  dame.  The  only  one  of  the  vaults 
which  rose  above  the  roofs,  and  thus  required  an  external 
exj)rc'ssion,  was  the  central  dome,  usually  on  pendentives.  In 
the  cathedral  of  Florence  this  already  dominated  the  exterior 
in  a  way  which  set  the  model  for  all  the  great  domes  of  the 
jKTiod.  In  minor  buildings  like  the  Pazzi  chapel  the  dome 
might  still  s])ring  directly  from  the  pendentives  and  be  in- 
closed in  a  conical  roof,  but  in  more  important  examples  a 
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drum  was  unfailingly  introduced,  lighting  the  space  below  and 
raising  the  dome  into  prominence.  The  curve  of  the  dome  was 
then  shown  on  the  exterior.  Bramante,  in  his  Tempietto, 
treated  the  drum  with  pilaster-like  panels  inclosing  windows 
and  niches  alternately.  For  Saint  Peter's  he  placed  around 
the  drum  a  full  exterior  peristyle.  This  rose  above  the  center 
of  the  curve,  and  was  surmounted  by  a  pedestal  and  steps,  so 
that  the  dome  has  the  saucer-effect  of  the  Pantheon  and  other 
Roman  examples.  This  form,  however,  remained  without 
imitators,  for  the  tendency  was  rather  to  increase  both  the 
steepness  of  the  curve  and  the  height  of  the  drum.  Thus  the 
model  made  by  San  Gallo  for  the  dome  of  Saint  Peter's  had 
its  base  encircled  by  a  Roman  arch  order  in  two  receding 
stories,  and  was  crowned  with  a  vast  lantern  which  gave  the 
whole  mass  an  almost  conical  aspect. 

Roofs.  The  roofs  in  Italy  had  relatively  little  importance 
in  the  composition  of  individual  buildings,  being  either  low 
in  pitch  or  else  quite  flat  and  bordered  with  balustrades.  In 
the  general  effect  of  town  and  landscape,  however,  their  red 
tiles  made  a  striking  contrast  with  the  prevailing  whiteness 
of  the  walls. 

General  character  of  Renaissance  forms.  Through  the  spatial 
forms  of  the  Renaissance,  the  massing,  the  forms  of  detail, 
runs  a  consistent  character,  which  might  be  expressed  as  the 
internal  unity  of  each  element  and  the  unchangeableness  of  its 
impression  on  the  observ^er.  The  isolation  of  each  spatial 
element  by  bounding  arches,  the  preference  for  self-centered 
domical  forms  and  for  centrally  composed  buildings,  the  self- 
sufficiency  of  each  story  and  each  bay,  the  unbroken  enframe- 
ment  of  openings  and  gables,  the  lack  of  projecting  masses 
which  might  make  transition  between  a  building  and  its 
surroundings,  and  render  its  effect  changeable  with  changing 
points  of  view — all  these  are  manifestations  of  a  definite 
feeling  regarding  form,  which  distinguishes  the  Italian  Renais- 
sance from  both  preceding  and  following  periods. 

France.  The  country  outside  of  Italy  which  was  earliest 
and  most  deeply  affected  by  the  Renaissance  was  France. 
The  Latin  element  in  the  population  was  here  predominant, 
and  Latin  culture  was  reassimilated  with  such  readiness  as  to 
find  a  new  home.     The  centralized  power  of  the  crown  gave 
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opportunity  for  undertakings  on  a  scale  unrivaled  elsewhere 
outside  of  Rome,  and  for  the  calling  from  Italy  of  artists  of  the 
first  class.  At  the  same  time  it  determined  the  character  of 
the  predominant  architectural  type,  the  chateau  of  the  king 
or  the  court  noble. 

Development.  Transitional  period ,  1495-1515,  It  was  the 
claims  of  the  French  kings  to  Italian  territory,  leading  to  a 
series  of  invasions  by  Charles  VIII.,  Louis  XII.,  and  Francis  I., 
which  revealed  to  them  the  splendor  and  luxury  of  Italian  art, 
and  led  to  the  successful  establishment  of  Renaissance  forms 
in  France.  The  process  wa,s  a  gradual  one,  occupying  a  period 
of  twenty  years  from  the  return  of  Charles  VIII.  in  1495. 
During  this  time  the  predominant  character  of  the  buildings 
remained  Gothic,  but  Renaissance  details  mingled  with  the 
Gothic  forms  in  ever  increasing  proportions.  An  early 
instance  of  such  a  mixture  is  the  wing  built  by  Louis  XII.  in 
the  chA.tcau  of  Blois  (1503.  Fig.  212).  Here  the  classical 
influence  ap])ears  in  little  else  but  the  elliptical  form  of  the 
arches  and  the  delicate  arabesque  ])anels  which  decorate  the 
piers.  At  the  chateau  of  Gaillon  pilasters  and  entablatures 
imitate  the  arch  order  and  other  classical  features. 

Early  Renaissance,  ijij-4y.  Francis  I.  With  the  reign 
of  Francis  I.  (1515-47)  coincides  the  early  Renaissance,  in 
which,  although  the  structure  and  disposition  of  buildings 
were  still  fundamentally  Gothic,  they  were  completely  clothed 
in  a  garb  of  ])scudo-classical  forms.  The  irregular  plans, 
round  towers,  and  high,  steep  roofs  with  dormers  persisted, 
but  the  stories  were  treated  with  supeqDosed  orders  of  delicate 
l)ilasters  and  entablatures,  the  main  cornices  were  emphasized 
with  an  aggregation  of  Italian  elements.  The  center  of 
acti\'ity  rcTnaincd  in  the  royal  residences  of  the  Loire  valley. 
The  earliest  i)hase  of  the  style  is  well  illustrated  in  the  wing  of 
Francis  L  at  Blois  (1515-ig),  with  the  magnificent  spiral  stair- 
way in  classical  masquerade  (Fig.  212).  At  the  chateau  of 
Clianihord,  constnicted  in  1526-44,  the  detail  was  similar, 
but  the  plan  was  for  the  first  time  rigidly  symmetrical.  In  the 
chateau  of  Ecoucn  (1531-40),  likwise  symmetrical,  square 
towers  or  angle  ])avili(Mis  took  the  i)lace  of  round  ones,  and  the 
Chateau  Madrid  near  Paris  was  lent  a  truly  Italian  air  by  its 
graceful  exterior  arcades  resting  on  columns  like  those  of  a 
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Florentine  court.  Owing  to  the  conquest  of  Milan  by  Francis 
and  to  his  patronage  of  north  Italian  artists,  it  was  the 
influence  of  Lombardy  which  predominated  in  the  detail.  The 
paneled  pilasters  and  florid  ornament  of  the  Loire  ch&tcaux 
are  the  descendants  of  those  at  San  Satire  and  the  Certosa 
(Fig.  i9S)- 

The  High  Renaissance,  1^4^-70.     Henry  II.     In  the  last 
years  of  Francis  and  the  following  reign  of  Henry  11.  came  a 
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LOUIS   XII    (at    back)    and   FRANCIS   I    (AT   LEFT) 

change,  due  to  the  assimilation  of  the  style  and  to  the  influence 
of  the  Roman  school  of  Bramantc.  The  Italian  masters  now 
brought  to  France  rej^resented  this  tradition — Scrlio  the 
pupil  of  Peruzzi,  Primaticcio  the  pupil  of  a  disciple  of  Raphael. 
For  the  first  time,  also,  Frenchmen  assumed  the  rflle  of  archi- 
tect in  the  modem  sense.  Jean  Goujon,  Pierre  Lescot, 
Philibert  de  rOrmc,  Jacques  Androuet  du  Cerceau,  and  Jean 
Bullant  were  not  mere  master  builders.  Most,  if  not  all,  of 
them  had  been  in  Italy  and  had  studied  the  designs  of  the 
Roman  masters;  some  of  them  held  high  court  appointments. 
Their  buildings  show  a  mastery  of  the  grammar  of  classical 
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forms  and  an  ability  to  use  them  freely  to  secure  new  effects 
which  were  characteristically  national.  These  depended 
partly  on  differing  climatic  conditions,  which  required  lower 
rooms,  larger  windows,  and  tall  chimney  stacks,  and  partly 
on  tradition,  which  still  caused  the  retention  of  projecting 
pavilions  with  high  individual  roofs. 

First  designs.  The  earliest  work  to  show  the  characteristics 
of  the  High  Renaissance  is  the  H6tcl  de  Ville  in  Paris,  begun 
from  a  model  by  Domenico  of  Cortona  (called  Boccador)  in 
1 53 1.  The  motive  was  suggested  by  Raphael's  Palazzo  dell* 
Aquila,  with  a  Roman  arch  order  below  and  niches  between 
the  windows  of  the  main  stor>^  By  1 535  a  Frenchman  himself 
had  caught  the  spirit  of  classicism,  as  Goujon  showed  in  his 
tomb  for  Louis  de  Brezd  at  Rouen.  At  Ancy-le-France 
(1538-46)  Primaticcio  regularized  the  scheme  of  the  French 
chateau,  not  only  in  the  strictly  rectangular  plan  but  in  the 
uniform  intcrcolumniations  of  the  exterior  and  the  rhythmical 
bay  treatment  of  the  court.  At  the  same  time  De  rOrme,  in 
Saint  Maur-les- Fosses,  introduced  the  rusticated  orders  of 
Sanmichcli.  At  Boumazcl  in  the  south,  about  1545,  the 
neighboring  classical  monuments  stimulated  a  treatment  of 
the  triumphal  arch  motive  with  engaged  columns,  which  was 
truly  classical  in  its  monumcntality.  The  most  characteristic 
design  of  all  was  that  for  the  rebuilding  of  the  Louvre  in  Paris, 
the  work  of  Lcscot  and  Goujon  (Fig.  213).  Here  there  was 
the  vSubtlest  mingling  of  French  and  Italian  traditions.  The 
lower  stories — with  their  supeq)osed  orders,  their  pedestals 
and  ])e(limented  windows — recall  Bramante  and  Raphael. 
The  ])r()jecting  motives  which  mark  the  end  bays  and  the 
center  suggest  those  of  the  Cancclleria,  as  well  as  the  French 
tower-] )avi lions.  The  delicacy  of  profiling  rivals  that  of 
Penizzi.  The  great  size  of  the  windows,  the  pediments  which 
tenninate  the  attic,  are  of  northern  origin,  while  the  emphasis 
which  results  from  the  use  of  both  pilasters  and  engaged 
columns  is  a  novel  contribution  by  Lescot. 

iMtcr  developments.  Still  more  advanced  developments, 
l)ara]k'l  with  contcni])orar>'  movements  in  Italy,  were  the  later 
designs  of  Primaticcio,  Bullant,  De  TOrme,  and  Du  Cerceau. 
In  the  chateau  of  Monceau.x  the  Italian  master  employed  for 
the  first  time  in  France-  in  the  same  year  that  Michelangelo 
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designed  his  palaces  on  the  Capitol  (1547) — the  **  colossal 
order"  rising  through  two  stories  to  the  main  cornice.  A 
similar  use  of  free  standing  columns  occurs  in  the  monimiental 
frontispiece  erected  by  BuUant  at  Ecouen  (about  1564)  and 
elsewhere.  Domed  chapels  were  built  by  De  rOrme  at  Anet 
(1548)  and  by  Primaticcio  at  Saint  Denis  (1559^.)-  Finally 
came  the  vast  symmetrical  plans  grouped  about  a  multitude 
of  courts,  designed  by  de  TOrme  for  the  Tuileries  (1564,  Fig. 
214),  and  by  Du  Cerceau  for  Charleval  (1572),  which  surpassed 
anything  projected  in  Italy. 

Types  of  h^iildings.  Chateaux,  The  Renaissance  chateau 
developed,  as  its  name  implies,  from  the  fortified  castle  of 
the  Middle  Ages.  Although  no  longer  planned  to  withstand 
a  siege,  it  was  still  made  secure  against  marauders  by  a  moat 
and  gate-house,  and  ])reser\^ed  the  arrangement  about  a  coiut 
and  at  least  a  reminiscence  of  the  earlier  fortified  towers  at 
the  angles.  The  staircases,  at  first  spiral  like  those  of  the 
Middle  Ages,  were  later  arranged  in  straight  flights.  Access 
to  individual  rooms  could  usually  be  obtained  only  by  passing 
through  others,  for  even  the  oj^en  air  circulation  provided  by 
the  arcades  of  an  Italian  courtyard  was  usually  absent.  A 
principal  hall  or  gallery  for  functions  of  state  was  pro\'ided, 
often  monumental  in  its  size  and  treatment,  like  the  gallery 
of  Henry  II.  at  Fontainebleau.  A  forecourt  outside  the  moat 
accommo  latod  the  scr\'ice  functions. 

City  hotels.  Although  at  this  time  the  court  still  resided 
mostly  in  the  country,  town  houses  of  some  pretensions  were 
built  bv  c)lTicials  and  wealthv  merchants.  These,  such  as  the 
Hotel  d'Assezat  at  Toulouse,  were  tnilike  the  Italian  to^n 
houses  which  faced  directly  on  the  street.  They  followed  the 
larger  nic(He\'al  houses  of  France  in  facing  on  a  court  which 
was  separated  from  the  street  by  a  screen  wall  with  an  arched 
carriage  entrance. 

Churches.  During  the  early  Renaissance  church  architect- 
ure remained  fundamentally  Gothic,  with  a  mere  substitution 
of  ela^^ieal  details,  poorly  understood.  Saint  Eustache  in 
Paris,  a  ty])ieal  example,  still  has  a  i)lan  like  that  of  Notre 
Dame,  with  groined  vaults  and  flying  buttresses.  Many  of 
these  buildings  are  not  the  less  elTeetive  from  their  combina- 
tion of  supposedly  incongruous  elements.    The  same  character 
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persists  in  most  churches  of  the  High  Renaissance,  but  the 
few  designed  by  the  court  architects  show  the  new  spirit. 
Thus  the  fagade  of  Saint  Nizier  at  Lyons  (1542)  has  a  great 
niche  with  massive  half-columns,  and  the  Mausoleum  Chapel 
at  Anet  (1566)  is  classical  both  in  its  simple  rectangular  plan 
and  its  front  with  pilasters  and  attic.  De  I'Qrme's  chapel 
in  the  park  of  Villers-Cotterets  had  a  circular  dome  with  three 
semicircular  chapels  and  a  free-standing  pedimented  portico — 
the  earliest  in  France,  more  advanced  in  classical  character 
than  most  Italian  designs.  His  Palace  Chapel  for  Anet  had 
again  a  cirailar  central  space,  but  with  the  arms  of  a  Greek 
cross.  For  the  Mausoleum  of  the  Valois  at  Saint  Denis, 
Primaticcio  adopted  a  i)lan  like  that  of  Brunelleschi's  Santa 
Maria  degli  Angeli,  with  six  niched  chapels  and  a  gallery  about 
a  central  dome.  The  architectural  membering  here,  both 
inside  and  out,  was  of  the  richest  and  purest  classical  forms, 
and  the  building  ranks  among  the  most  important  of  all  the 
centrally  comj)osed  buildings  of  the  Renaissance. 

Details,  In  France  where  the  climate  scarcely  permitted 
the  open  loggias  of  Italy,  the  free-standing  column  with  either 
lintel  or  arch  was  very  rare.  So  too,  during  the  Renaissance, 
was  the  simple  wall,  for  columns  and  entablatures  were 
indispensable  elements  of  decoration.  The  membering  of  the 
wall,  i)erhaps  in  combination  with  rustication,  was  the  major 
jiroblcni  of  the  time  among  questions  of  detail.  In  the  solu- 
tion of  it,  altenialion  in  some  form  was  the  favorite  de\4ce. 
The  earlier  chateaux,  treated  with  i)ilasters,  had  windows  over 
one  another  in  one  l)ay,  then  blank  panels  in  the  next  bay. 
Later  the  tnie  rhythmical  bay  scheme  in  all  its  variants  was 
adopted.  The  rusticated  column  introduced  by  De  TOrme 
was  exalted  by  him  into  a  sixth  order,  which  he  called  the 
**  French  order"  (Fig.  215).  Unlike  most  of  the  Italian 
examples,  some  of  tlii)  French  ones  are  of  the  greatest  delicacy 
of  car\'ed  enrichment.  In  the  early  Renaissance  the  Corin- 
thian order  had  the  same  i)refercnce  which  it  enjoyed  in  Italy; 
later  no  one  order  was  s])ecially  favored.  The  low  ceilings 
usual  in  France,  with  the  ])revailing  secular  character  of 
I'Venrh  architecture,  gave  little  o])])ortunity  for  a  development 
of  vaulting.  The  flat  ceilings  were  treated  as  in  Italy  with 
elal)orate  coffering.     A  striking  feature  of  contrast  with  Italian 


RENAISSANCE  ARCHITECTURE  387 

architecture  was  the  high  roof  with  its  dormers,  gables,  and 
chimneys.     The  dormer  was  treated  first  with  pilasters  bearing 
pinnacles,  and  with  elaborate  gables  and  linials;   later  it  was 
given  merely  the  form  of  a  pedimented  window.     The  balus- 
trade above  the  cornice  gave  place  to  an  ornamental  cresting. 
A  common  feature  making  transition  be- 
tween the  wall  and  the  roof  was  a  row  of 
pediments  which  crowned  reixiating  mo- 
tives below,  as  in  the  Louvre.     Such  ele- 
ments were   sufficient  by   themselves   to 
endow  French  buildings,  no  matter  how 
strictly  classical  in  their  ordonnance,  with 
a  characteristically  national  aspect. 

Spain.    In  Si>ain,  as  in  France  and  other 
countries   outside   of   Italy,  there  was   a 
mingling  of  Italian  forms  with  those  al- 
ready existing  in  the  native  medieval  archi- 
tecture.     Here,    however,    the   medieval 
style  itself  included  a  large  admixture  of 
Moorish  forms.    Moriscoes,  until  their  ex- 
pulsion    in     1610,    remained    prominent 
among  artificers,  and  thus  had  their  in- 
fluence on  the  Renaissance  forms  as  well. 
Thus  arose  the  Plateresquc  or  silversmith's 
style,  so  called  from  the  intricate  and  deli- 
cate  ornament    abounding   in    it.     This, 
which  corresponds  with  the  early  Renais- 
sance, extended  from  about  1500  to  1560. 
A  notable  example  is  the  Town  Hall  at    i.n;.2i,"; — paris.   de- 
Seville  (Fig.  216),  built  in  1527-32.     Here    tail  from  the  tui- 
there  is  an  application  of  engaged  orders   ^'^'"^^'    Ipi-a^") 
in  two  stories  which  in  its  main  lines  is 
thoroughly  grammatical,  but  which  has  pilasters,  columns, 
window  enframcments,  and  jjanels   alike  co\'crcd   with   the 
richest  arabesques  and  candelabra-like    fonus.     E\'cn  more 
characteristic  in  its  mode  of  comixisition  i.'^  the  doorway-  ()f  the 
University  at  Salamanca.     Here  the  ornament  is  massed  in  a 
great   panel    above    the   opening,   which   amtrasts   with    the 
broad   neighlxiring   surfaces   of   unbroken   mason r\-.     Other 
notable  features  of  the  style  are  oijcn  arcaded  loggias  which 
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often  terminate  a  facade,  as  in  the  Casa  de  Monterey  at 
Salamanca  (1530).  and  the  courts  or  patios  surrounded  by 
galleries  which  are  found  in  all  important  buildings.  Forms 
like  those  of  the  Hij;h  Renaissance  in  Italy  first  appeared  in 
the  palace  lx;gun  for  Charles  V.  in  the  Alhambra  (1527),  by 
Pedro  Machuca.    Thisbuilding  is  square  in  plan  with  a  circular 


colonnailed  court  having  sujjcrposed  orders,  Doric  and  Ionic 
(Fig.  J  [  / ).  Ill  purity  and  classical  quality  the  building  holds 
its  own  witli  coiilcmpontry  monuments  of  Italy.  From  this 
time  ticcasiunal  liuildii)f;s  conlinutfl  the  stricter  classical 
tendency,  the  must,  famous  examples  of  which  really  belong  to 
the  suctveding  periud. 

(icniuniy  aud  llic  L«-,^'  Coiiiilrics.  In  Germany  the  multitude 
of  small  states  resiilled  in  great  variety  in  the  degree  to  which 
Renaissance  princiiiles  were  assimilated,  and  in  the  stage  of 
achanceinent  in  ditk-rcnt  regions.  The  Belvedere  built  at 
Prague  about  1536  shows  a  full  exterior  peristyle  with  arches 
descending  on  columns,  all  of  Florentine  aspect.     Such  designs 
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were  but  isolated  exce|)tions,  however.  In  most  buildings 
the  Italian  forms  were  strongly  modified,  and  the  medieval 
element  was  much  more  persistent  than  in  France.  The 
wing  built  by  the  Elector  Otto  Heinrich  (1556-59)  in  the 
castle  at  HeidcIberR  shows  a  combination  of  elements  derived 


from  Bramante  and  his  school  with  other  elements  from 
Lombardy  (Fir.  218).  Three  suj^rposed  orders,  the  two  lower 
ones  with  pilasters,  recall  the  Cancelleria.  but  evcr>'  second 
support  is  replaced  by  a  corbel  and  a  statued  niche  like  those 
introduced  by  Raphael.  In  the  lower  story  the  pilasters  are 
rusticated,  in  the  following  storj'  lliey  have  arabesque  panels. 
The  window  enframements  with  their  candelabra  mullions 
recall  the  Certosa  at  Pavia.  A  similar  character  prevailed 
in  most  buildings  of  the  later  sixteenth  century,  which  began 
to  be  influenced  by  the  baroque  movement  in  Italy.     The 
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baroque  spirit,  as  we  sliall  see,  was  indeed  akin  to  that  of  the 
German  Renaissance  craftsmen,  as  their  ready  assimilation 
of  the  forms  of  herms,  "cartouches,"  and  broken  pediments 
reveals.  The  wing  at  Heidelberg  built  by  Friedrich  IV. 
(1601-07),  where  such  features  appear,  shows  at  first  glance 


EINRICH  IN  THB 


but  little  difTi.Ten<v  from  its  ]ircileccssor.  The  Peller  house 
at  NiirnlnTg  (:C)25)  shows  the  continued  vitality  of  the 
Kenaiss;intT  as  apiiliol  to  one  of  the  most  common  problems 
in  Gennany,  llu'  dwelling  of  the  wealthy  town  merchant 
(Fig.  211)).  Its  su|>L'n)osi.'d  orders,  enframing  the  windows, 
run  up  continu'ai-;ly  into  the  great  stepped  and  ornamented 
gal.le,  which  .slill  proclaiins  a  descent  from  the  Middle  Ages. 
In  Plaruiers  an<l  liollaiid,  except  for  the  more  frequent  use  of 
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brick,  the  general  character  of  the  work  is  similar  to  that 
of  Germany. 

England.  Development.  The  latest  of  the  great  Western 
nations  to  feel  the  effects  of  the  Renaissance  in  architecture 
was  England,  isolated  and  always  conservative.  Italian 
sculptors  were  employed  by  Wolsey  and  Henry  VIII.,  and  their 


influence  made  itself  felt,  as  at  Hampton  Court  (1515-40), 
in  the  carved  details  of  many  buildings  which  remained 
essentially  Gothic,  Meanwhile  the  spirit  of  classical  sj-m- 
metry  was  appearing  in  the  plans,  and  shortly  before  the 
accession  of  Elizabeth  in  1558  the  forms  of  the  orders  began 
to  be  imitated  and  applied  to  the  fa9ades  of  buil<iint;s.  The 
Italians  had  meanwhile  gradually  departed,  but  Flemings  and 
Germans  began  to  take  their  places,  and  at  least  one  English- 
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man,  John  Shute,  went  to  Italy  to  study  architecture  (1550). 
His  First  and  Chief  Grounds  of  Architecture  (1563)  was  based 
on  Vitruvius  and  gave  diagrams  of  the  orders.  Sir  Thomas 
Gresham  secured  from  Flanders  the  design  of  the  Royal 
Exchange  (1567-70),  which  had  a  court  of  Florentine  aspect, 
with  arches  resting  on  columns  below,  pilasters  and  statued 
niches  above.  In  Longleat  House  (1567-80)  the  whole  ex- 
terior, in  three  stories,  was  treated  with  superposed  orders  of 
grammatical  form  and  proportions,  and  many  porches  and 
doorways  from  less  elaborate  houses  of  just  this  period  show 
that  the  classical  forms  were  well  understood.  It  is  this 
phase  of  style,  lasting  but  a  very  few  years,  which  really 
corresponds  to  the  High  Renaissance  in  Italy  and  France. 
The  tide  of  baroque  ornament  which  was  already  inundating 
the  Continent  swept  over  England  also  before  either  the 
medieval  or  the  Renaissance  currents  had  spent  their  force.  ^ 
The  architectural  books  of  De  Vries  (1559-77)  and  other  ^ 
Flemings  and  Germans — full  of  the  new  and  bizarre  combina- 
tions of  classical  elements,  scrolls,  cartouches,  and  "strap- 
work,"  imitating  cut  leather — were  widely  followed. 

Types.  While  in  its  details  the  architecture  of  Elizabeth  * 
and  James  I.  thus  passed  from  medieval  to  post-Renaissance, 
in  its  practical  ])roblems  and  types  it  forms  unmistakably  a 
unit,  go\'erned  by  the  life  of  the  Renaissance  itself — the  pe- 
riod of  Spenser,  Shakespeare,  and  Raleigh.  Although  the 
monarchy  was  powerful  enough  to  insure  peace,  the  landed 
aristocracy  remained  of  great  wealth  and  importance.  The 
country  houses  of  nobles  and  gentlemen,  often  on  a  vast  scale, 
w^ere  the  principal  creations  of  the  period.  These  men  were 
less  interested  in  religious  than  in  mundane  things,  so  that  new 
churches  were  few  and  they  remained  almost  purely  Gothic. 

The  house.  The  Elizabethan  and  Jacobean  houses  were 
developed  from  the  medieval  fortified  manors  by  making  them 
more  symmetrical  and  more  open,  and  by  ornamenting  or  over- 
laying certain  portions  with  classical  details.  The  basic 
arrangement  was  a  square  court,  on  one  side  of  which,  opposite 
the  gate-house,  was  the  great  hall,  where  master  and  servants 
ate  and  mingled.  At  one  end  of  the  hall  was  the  entrance 
passage  or  "screens,"  at  the  other  the  dais  for  the  high  table, 
with  its  fireplace  and  bay  window.     Beyond,  in  either  direc- 
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tion,  were  the  kitchens  and  the  private  apartments,  respec- 
tively, and  along  the  sides  of  the  court  were  lodgings  reached 
only  by  passing  through  those  intervening  or  through  the 
open  air.  In  the  second  story,  approached  by  the  principal 
staircase  near  the  dais,  was  the  long  gallery,  a  luxurious  feature 
first  introduced  at 
Hampton  Court. 
This  often  at- 
tained a  length  of 
over  two  hundred 
feet,  with  a  width 
of  but  sixteen  to 
twenty  -  five.  In 
the  earlier  ex- 
amples there  was 
no  attempt  to 
secure  formal 
symmetr>''  either 
in  plan  or  in  eleva- 
tion. At  Sutton 
Place  (1523-25) 
the  court  was 
made  for  the  first 
time  rigidly  sym- 
metrical, and  this 
later  became  the 
rule  also  for  the 
external  facades, 
so  far  as  they  could 
be  appreciated  in 
any  single  view. 
The  gate  -  house 
and  '^screens'* 
were  centered  on 
the  main  axis,  the  bay  window  of  the  dais  was  repeated  on 
the  other  side  of  the  court.  At  Montacute  (1580)  and  many 
later  houses,  the  lodgings  inclosing  the  court  were  omitted 
and  the  house  was  opened  freely  in  all  directions.  With  the 
porch  and  with  projections  on  the  garden  side  the  plan  thus 
became  E  or  H-shaped  (Fig.   220).     Medieval  elements  re- 


FIC.    220— MONTACl'TE    HOrSF.       (c.OTCH) 

I.  Hall.  2.  DrawinR-room.  3.  I^rKt'dinitiK-room.  4.  Small 
dininR-room.  5.  Smoke-room.  6.  Pantry.  7.  Kitchen.  8.  Ser- 
vants' Hall.     9.  Porch.     10.  Garden  house. 


i 
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mained  important  in  the  asjicct  as  well  as  in  the  plan,  for  a 
multitude  of  high  roofs,  gables,  dormers,  turrets,  chimney 
stacks,  and  bay  windows  diversified  the  skylines  and  the  wall 
surfaces.  Even  at  Lonfjieat,  the  most  classical  of  all  the 
houses,  the  muUioned  hays  still  tell  more  powerfully  than  the 


en;;:is;ed  orders.  In  others  wliirh  were  more  tyijical,  Hkc 
Hatfield  Hou.se  (i6ir,  Fij;.  221),  the  elements  are  almost 
purely  medieval,  and  wh;it  has  transformed  the  whole  into 
something;  i:e«'  and  charaeterislie  is  only  the  classical  spirit 
of  symmetry  ami  order. 

PEKKMJS   UF   RENAISSANCE   ARCHITECTURE 

ITALY 

Centers 


"lor.-nlines,h.>.>]. 
l"ili|.p..   linmcllosilii.   M7.)-1446. 
S|,e,l,-.le  Hr^li  lunu.rnli,  cj-M- 
San  Untv/.;.  I.uK'in  ahoiu  14-5;. 
I'azzi  C]ia[iel  and  Satrisly  uf  San  l.«renzo, 
c.  14  2y. 
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ITALY — {Continued) 

Santa  Maria  degli  Angeli,  1434. 

Santo  Spirito,  1435. 

Palazzo  Pitti,  c.  1440  (?). 
Michelozzo  di  Bartolommeo,  1396-147 2. 

Palazzo  Medici  (Riccardi),  begun  1444. 
^  Leon  Battista  Alberti,  1404-72. 

San  Francesco  at  Rimini,  1447. 

SS.  Annunziata  at  Florence,  145 1. 

Palazzo  Rucellai  at  Florence,  1451-55. 

San  Sebastiano  at  Mantua,  1459. 

Sant'  Andrea  at  Mantua,  1472. 
Giuliano  da  San  Gallo,  1445-15 16. 

Villa  Poggio  at  Cajano,  1485. 

Sacristy  of   Santo   Spirito  at   Florence 
(with  Cronaca),  1489-96. 

Palazzo  Strozzi  at  Florence  (with  others), 
1489-1507. 
Simone  del  Pollajuolo  (called  II  Cronaca), 
1457-1508. 

San  Francesco  al  Monte  at  Florence,  1487. 
Antonio  da  San  Gallo  the  elder,  i46i(?)-- 

1534. 
San  Biagio  at  Montepulciano,  1518-37. 

Luciano  da  Laurana,  d.  c.  1482. 

Ducal  Palace  at  Urbino,  1468-82. 

Venetian  school. 

Pietro  Lombardo,  c.  1435-15 12.  • 

Palazzo  Vendramini,  1481. 

Santa  Maria  dei  Miracoli,  1481-87. 

Lombard  school. 

Fra  Giocondo,  c.  1433-15 15. 

(?)  Loggia  del  Consiglio  at  Verona,  begun 

1476. 

Giovanni  Antonio  Amadeo,  1447-152 2. 

Facade  of  the  Certosa  at   Pavia  (with 

others),  begun  1493. 

^    Donato  Bramantc,  1444-15 14. 

Sacristy  of  Santa  Maria  near  San  Satiro, 

Milan,  1489- gS. 

Choir  of  Santa  Maria  dclle  Grazie,  Milan, 

1492-99. 

Santa  Maria  at  Abl^iatc  Grasso,    1497. 


Centers 


Florence 
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ITALY — (Continued) 

Rome. 

Palazzo    Venezia    and    Church    of    San 

Marco,  1455-66. 
Palazzo  Cancclleria,  1486-95. 
II.     ''High  Renaissance,"  c.  1500-40. 
Roman  school. 

>    Donato  Bramante  (1444-15 14),  from  14QQ. 
Cloister    of    Santa    Maria    della    Pace, 

1504- 
Tempictto  at  San  Pietro  in  Montorio, 

1500-02. 
Court  of  tlie  Belvedere  at  the  Vatican, 

bej^un  1506. 
Saint  Peter's,  begun  1506. 
Palazzo  Caprini, 
'  Raphael,  1483- 15 20. 

Saint  Peter's,  1514-20. 

I^ggi:is  of  the  Court  of  San  Damaso  at 

the   Vatican. 
Palazzo  dcir  Aquila. 
Villa  Mac  lama,  begun  1520. 
Palazzo    Pandolfini    in    Florence,   begun 

c.  1520. 
Baldassaro  Peruzzi,  1481-1536. 
Villa  Farncsina  in  Rome,  1500-11. 
Palazzo  Albcrgati  in  Bologna,  1522. 
Palazzi  Massinii  at  Rome,  1531. 
Antonio  da  San  (lallo  the  younger,  1482- 

1546. 
Palazzo  Farnesc  in  Rome,  c.  1520-80. 
Venetian  school. 

Micliclc  Sanmiclicli,  1 484-1550. 
(latcs  of  X'erona,  15-^.^  //". 
Palazzo  Pompei  at  \'crona,  1530. 
Palazzo   Cirimani   at    Venice,   completed 

Jaco{)o  Sansovino,  i486- 1570. 

Palazzo    ('ornaro   dclla    Ca'    Grande   at 

Venice,  15.^0. 
Library  of  Saint  Mark's  at  Venice,  1536. 
LoL'ctta    of   the    C\impanilc    at   Venice, 

1540- 


Ceniers 


Florence. 


Rome 
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FRANCE 

I.  Transitional  period,  c.  1495-1515. 

Invasions  of  Italy  by  Charies  VIII.,  1494- 

95,  and  by  Louis  XII.,  1499-1504. 
Wing  of  Louis  XII.  at  Blois,  1503. 
Chdteau  of  Gaillon,  1497-15 10. 

II.  Early  Renaissance,  c.  1515-45  (Francis  I.,  151 5- 

47). 
Wing  of  Francis  I.  at  Blois,  151 5-19. 

Chateau  of  Chambord,  1526-44. 

Chateau  of  Ecouen,  1531-40. 

Chateau  Madrid  near  Paris,  1528-c.  1565. 

Saint  Pierre  at  Caen,  1518-45. 

Saint  Eustache  at  Paris,  begun  1532. 

III.  "High  Renaissance,"  c.  1545-70. 

Domenico  of  Cortona  (Boccador),  d.  154Q. 

Hotel  de  Ville  at  Paris,  begun  1531. 
Jean  Goujon,  d.  between  1564  and  1568. 

Tomb  of  Louis  de  Brez^  at  Rouen,  1535. 
Pierre  Lcscot,  15 10  (?)-78. 

Court    of    the    Louvre    (with    Goujon), 
1546-76. 
Francesco  Primaticcio,  1490-1570. 

Chateau  of  Ancy-le- France,   1538-46. 

Chateau  of  Monceaux-en-Brie,  1547-55. 

Tomb  of  the  \''alois  at  Saint  Denis,  1559  f, 
Philibert  de  TOrmc,  b.  between  15 10   and 
1515;  d.  1570. 

Chdteauof  Saint  Maur-les-Fosses,  c.  1545. 

Chateau  d'Anct,  1548-54. 

Tuilcries  at  Paris,  begun  1564. 
Jean  Bullant,  c.  1525  (?)-78. 

Chateau  d'Ecouen,  porticoes,  c.  1564. 
Jacques  Androuet  du  Cerceau,  b.   c.    15 10; 
d.  after   15S4. 

Chateau  of  Vcrncuil,  1 565  Jf. 

Chateau  of  Charlcval,  1572-74. 


Centers 


Loire  valley 


Paris 


SPAIN 


I.      Early  Renaissance,  "  Plateresquc,"  c.  1480-1530. 
Enri(iue  de  Egas,  c.  1455-1534. 

Portal  of  the  Hospital  of  Santa  Cruz,  before  1514. 
Portal  of  the  University  in  Salamanca,  1515-30. 
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SPAIN — {Continued) 

Alonso  de  Covarrubias,  c.  1488-1564. 

Archiepiscopal  palace  in  Alcala  de  Henares,  1534. 

North  facade  of  the  Alcdzar  in  Toledo,  1537. 

Palacio  Monterey  in  Salamanca. 

Town  Hall  in  Seville,  1546-64. 
II.      High  Renaissance,  c.  1530-70. 
Diego  de  Siloe,  c.  1500-63. 

Cathedral  of  Granada,  1528  Jf. 
Pedro  Machuca. 

Palace  of  Charles  V.  in  Granada,  1526-33. 

GERMANY 

I.      Early  Renaissance,  c.  1520-50. 

Belvedere  at  Prague,  1534  Jf. 

Palace  at  Landshut,  1536-43. 

Portal  of  the  Castle  at  Brieg,  1552. 
n.    High  Renaissance,  c.  15  50- 1600. 

Otto  Heinrichsbau  at  Heidelberg,  1556-63. 

Portico  of  the  Rathaiis  in  Cologne,  i56()-7i. 

Rathaus  in  Liibeck,  1570  J/". 

Rathans  in  Rothenburg-ob-dcr-Taiiber,   1572  Jf. 

Fricdrichsbaii  at  Heidelberg,  1601-07.  \  With  baroque  feat- 

Peller  House  in  Xiirnberg,  1605.  J      ures. 

ENGLAND 

Henry  VHI.,   150Q-47.     Isolated  cxamj)les  of  Italian  ornament. 

Hampton  Court,  1515-40. 

Palace  of  Nonesuch,  c.  1537-50. 

Screen  in  King's  College  Chapel,  Cambridge,  1532-36. 
Elizabeth ,  1 5 5S- 1603 . 

Burghlcy  House,  dormers,  1556^. 

Royal  Exchange  in  London,  1566-70. 

Longlcat,  1567-80. 

Kirby  Hall.  15 70- 1640. 

Montacute  House,  1 580-1610. 

Wol  1  at  on .   1 5  80-  S  8 . 
James  I.,  1603-25. 

Bramshill.  1605.  \ 

Hatfield  House.  161 1.     r 

AuflU'V  End,  1616.  MVith  barociue  features. 

Blirklin''  Hall,  i()iq- 20.} 
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BIBLIOGRAPHICAL  NOTE 

Renaissance  architecture  in  general.  Aside  from  series  of  which 
the  individual  volumes  are  listed  below  there  may  be  mentioned  es- 
pecially P.  Frankl's  Die  Entwicklungsphasen  der  neueren  Baukunst^ 
1914  (a  study  of  development),  and  C.  H.  Moore's  Character  of 
Renaissance  Architecture,  1905  (an  unsympathetic  estimate). 

Italy.  The  most  recent  and  authoritative  works  are  almost  ex- 
clusively in  foreign  languages.  Scholarly  general  works  are  H. 
VVillich's  Baukunst  der  Renaissance  in  Italicn,  19 14  {Handhuch  der 
Kunstwissenschaft)  J  J.  Burckhardt's  Geschichte  der  Renaissance  in 
Italien  (Geschichte  der  neueren  Baukunst),  5th  ed.,  191 2  (both  with 
emphasis  on  development),  and  J.  Durm's  Baukunst  der  Renaissance 
in  Italien  (Ilandbuch  der  Architektur),  2d  ed.,  19 14  (with  emphasis 
on  technical  analysis).  A  competent  brief  sketch  of  the  development 
is  P.  Frankl's  Die  Renaissance- Architcktur  in  Italien,  vol.  i,  191 2 
(A us  Natur  und  Geisteswclt).  W.  J.  Anderson's  The  Architecture 
of  the  Renaissance  in  Italy,  4th  ed.,  1909,  and  G.  Gromort's  Histoire 
abrege  de  V architecture  dc  la  renaissance  en  Italic,  19 13,  are  richly 
illustrated  works,  which,  however,  repeat  many  statements  now 
generally  considered  erroneous.  Among  numerous  monumental  il- 
lustrated folios  covering  special  regions  may  be  mentioned:  P. 
Letarouilly's  Edifices  de  Rome  modcrne,  3  vols.,  1868-74,  the  engrav- 
ings of  which  are  supplemented  by  photographs  in  H.  Strack's 
Baudenkmaler  Roms dcs  XV. -XIX.  Jahrhunderts,  189 1;  C.  Stegmann 
and  H.  von  Geymiiller's  Architcktur  der  Renaissance  in  Toscana, 
II  vols.,  1885-1908;  and  R.  Reinhardt,  RaschdorfT,  and  others' 
Palast- Architcktur  von  Oher-Italien  und  Toscana  vom  XV.  bis  XVII. 
Jahrhundert,  5  vols.,  1886-1911.  H.  Strack's  Central- und  Kuppel- 
kirchen  der  Renaissance  in  Italien,  2  vols.,  1882;  W,  Limburger's 
Die  Gebdude  von  Fiorenz,  1910,  and  B.  Patzak's  Die  Renaissance-und 
Bar ock- Villa  in  Italien,  vols.  2  and  3,  1908-12,  arc  careful  monographs. 

France.  The  fundamental  works  are  W.  Liibke's  Geschichte  der 
Renaissance  in  Frankreich,  2d  ed.,  1885  {Geschichte  der  neueren 
Baukunst),  and  H.  von  Ge>'muller's  Die  Baukunst  der  Renaissance 
in  Frankreich  {Ilandbuch  der  Architcktur),  2  vols.,  1898-1901.  W.  H. 
Ward's  The  Architecture  of  the  Renaissance  in  France,  2  vols.,  1911, 
embodies  Geymiiller's  researches  in  English,  with  numerous  illus- 
trations. R.  Blomfield's  History  of  French  Architecture,  1498-1661, 
2  vols.,  191 1,  suffers  from  failure  to  employ  the  discussions  in  Ger- 
man. C.  T.  Mathew's  The  Renaissance  under  the  Valois,  1893,  is 
still  valuable  for  its  fine  illustrations.  Among  the  many  collections 
of  measured  drawings  may  be  mentioned  those  of  Berty,  Rouyer 
and  Darcel,  Daly,  and  Sauvageot.     Large  photographs  are  provided 
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by  C.  Martin's  La  Renaissance  en  France,  2  vols.,  1910-12,  and  the 
relevant  section  of  C.  Gurlitt's  Die  Baukimst  FrankreichSy  4  vols., 
1 896- 1 900.  The  chateaux  are  treated  specifically  in  two  works  by 
Victor  Petit  (lithographs),  in  H.  Saint  Saveur's  Chateaux  de  France 
(photographs),  and,  for  the  smaller  buildings,  in  L.  C.  Newhall's 
The  Minor  Chateaux  and  Manor  Houses  of  France  of  the  X  V.  atui  X  VI. 
Century y  19 14.  Urban  dwellings  are  covered  by  P.  Vitry's  Hotels 
et  maisons  de  la  renaissance  franc^aise,  2  vols.,  1911-12.  The  field 
of  biography  is  particularly  rich,  in  the  works  of  Berty  (i860), 
Destailleur  (1863),  Lance  (1872),  Bauchal  (1887),  and  Vachon  (1910). 

Spain  and  Portugal.  A.  Byne  and  M.  Stapley's  Spanish  Architect- 
ure of  the  Sixteenth  Century,  191 7,  chiefly  devoted  to  the  Plateresque, 
may  be  supplemented  by  the  sketch  prefixed  to  O.  Schubert's  Geschich- 
tcder  Barock  in  Spanien,  1908.  Further  illustration  is  furnished  by 
M.  Junghandel's  Die  Baukunst  Spaniens,  3  vols.,  1889-98;  C.  Uhde's 
Baudenkmdier  in  Spanicn  und  Portugal,  2  vols.,  1892;  and  A.  Haupt's 
Die  Baukunst  dcr  Renaissance  in  Portugal,  2  vols.,  1890-95.  The 
Monumentos  arquitcctonicos  de  Espana^  1859-81,  is  a  vast  series  pub- 
lished at  the  expense  of  the  state. 

Germany.  The  two  fundamental  accounts  are  W.  Lubke's  Ge- 
schichte  der  Renaissance  in  Deutschland  {Geschichte  der  neueren  Bau- 
kunst), 2d  ed.,  2  vols.,  1882,  and  G.  von  Bezold's  Die  Baukunst  dcr 
Renaissance  in  Deutschland,  Holland,  Belgicn  und  Ddnemark  {Hand- 
huch  der  Architektur),  2d  ed.,  iqo8.  Monumental  folios  of  illus- 
trations are  A.  Ortw^in  and  A.  SchefTer's  Deutsche  Renaissance,  9 
vols.,  1871-88;  K.  E.  O.  Fritsch's  Denkmdlcr  deutscher  Renaissance, 
4  vols.,  i8qi;  and  A.  Lambert  and  E.  Stahl's  Motive  der  deutschen 
Architcktur  dcs  XVI.,  XVII.,  und  XVIII.  JahrhunderlSy  vol.  i, 
1890.  A  work  in  briefer  compa.ss  is  J.  Hoffman's  Baukunst  und 
dekorative  Skulptur  dcr  Renaissance  in  Deutschland,  1909. 

England.  For  the  Renaissance  proper  the  principal  account  is 
J.  A.  Gotch's  F^arly  Renaissance  Architecture  in  England,  2d  ed., 
1Q14.  R.  Blomficld's  History  of  Roiaissance  Architecture  in  Eng- 
land, ij)()o-iS(>o,  2  vols.,  1807,  includas  a  briefer  discussion  of  the 
period  in  question.  An  abridi^ed  edition  in  one  volume  was  issued 
in  1004.  Large  photograplis  arc  furnished  by  Gotch's  Architecture 
of  the  Renaissance  in  England,  2  vols.,  1804;  C.  Uhde's  Baudenkmdier 
in  Gross  Britanicn,  2  vols.,  1804;  and  T.  Gamer  and  A.  Stratton's 
The  Domestic  Architecture  of  England  During  the  Tudor  Period^ 
3  vols.,  i()oS-ii.  Other  discussions  of  the  domestic  architecture  of 
the  Renaissance  in  England  occur  in  Gotch's  The  Growth  of  the 
Ejiglish  House,  iqoq,  and  H.  Muthcsius's  Das  englische  HauSj 
vol.  I.  1004.  The  Renaissance  garden  is  covered  by  H.  I.  Triggs's 
Formal  Gardens  of  England  and  Scotland,  1902. 


CHAPTER  XI 
POST-RENAISSANCE  ARCHITECTURE 

By  the  middle  of  the  sixteenth  century  the  spiritual  forces 
of  the  Renaissance  in  Italy  were  exhausted,  and  new  forces 
began  to  determine  the  cultural  development.  Men  no  longer 
drccimed  of  a  literal  resurrection  of  pagan  Rome,  but  were 
confronted  by  the  revival  of  militant  Christianity  in  the 
Reformation  and  the  counter-Reformation.  With  the  growth 
of  centralized  states  came  absolutism  on  the  part  of  the 
monarchs,  elaboration  of  their  courts,  and  the  final  establish- 
ment of  domestic  security  and  of  modem  city  and  countrv 
life. 

Architectural  changes.  Simultaneously  with  the  beginning 
of  these  cultural  changes,  architecture  also  underwent  changes 
which  were  not  less  fundamental.  Classic  forms,  indeed, 
still  remained  elements  of  the  design,  and  conformity  to 
claSwSical  canons  still  remained  the  ideal  in  some  quarters.  The 
feeling  as  to  what  constitutes  a  classical  character,  however, 
was  changed,  the  elements  became  materials  which  could  be 
recombined  or  played  wnth  freely,  and  emphasis  was  trans- 
ferred to  other  qualities  than  jmrity  of  detail  and  geometrical 
simplicity.  First  among  these  qualities  was  a  heightened 
unity  in  the  composition  of  single  buildings,  and  extension  of 
the  scope  of  the  composition  to  include  their  surroundings,  or 
even  whole  quarters  or  whole  towns.  There  was  a  correspond- 
ing decrease  in  the  isolation  and  self-sufficiency  of  individual 
parts  of  a  composition:  the  subdivisions  of  interior  space 
tended  to  melt  away;  the  lines  of  cornices  and  string-courses 
were  interrupted,  or  architraves,  pediments,  and  orders  were 
broken  by  rustic  blocks.  Fagades  no  longer  conformed  to  a 
single  plane,  but  had  a  boldness  of  relief  which  resulted  in  an 
aspect  varying  with  every  movement  of  the  observer.     Practi- 
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cal  requirements  became  more  specialized  and  the  forms  of 
rooms  began  to  be  differentiated  so  as  to  stand  in  an  organic 
relation  with  their  functions. 

Academic  mid  baroque  tendencies.  Sharing  these  qualities, 
which  give  the  funckunental  unity  to  the  style  of  the  time,  are 
buildings  of  two  diverse  tendencies,  opposed  to  each  other  in 
their  relations  to  classical  architecture.  On  one  hand  was  the 
academic  tendency,  which  perpetuated  the  stri\ang  of  the 
Renaissance  for  accurate  reproduction  of  classical  features 
and  for  the  establishment  of  mathematical  canons  of  pro- 
portion. On  the  other  hand  was  the  so-called  baroque 
tendency,  which  was  to  disregard  classical  dispositions  and 
theoretic  rules  alike,  and  to  use  the  forms  of  the  orders  as 
elements  of  a  ])lastic  modeling  of  masses.  Such  tendencies 
to  strictness  and  to  freedom  within  a  style  offered  nothing  new 
in  principle,  having  been  indeed  always  present  in  greater  or 
less  measure.  Only  the  shaq^ness  of  their  antithesis  was 
hitherto  unusual,  and  even  this  did  not  prevent  a  great  variety 
of  compromises  both  in  individual  buildings  and  in  the  work 
of  national  schools. 

An  inclusive  term.  In  English  the  designation  baroque  has 
always  been  applied  only  to  the  works  of  the  freer  tendency, 
and  not,  as  in  (jemian  and  Italian,  to  all  the  works  of  the 
period.  The  other  works,  considered  as  still  belonging  to  the 
Renaissance,  have  thus  too  often  been  separated  from  those 
which  were  not  only  contemporary  with  them,  but  shared 
with  them  most  of  their  fundamental  qualities.  It  has  here 
been  thought  better  to  preser\'e  the  historical  unity  of  the 
jxiriod,  and  to  ado])t  a  name  for  it — ])ost-Renaissance — ^which 
exi)resses  merely  its  chronological  position  and  its  artistic 
patrimony. 

Centers  and  diffusion.  As  in  the  Renaissance,  the  new 
movements  first  acquired  form  and  momentum  in  Italy.  In 
northern  lands,  where  tlie  Renaissance  itself  was  associated 
with  the  Reformation,  they  scarcely  apjxjared  until  the  time 
of  the  wars  of  religion.  Unlike  the  Renaissance,  however,  they 
]>roduced  results  elsewhere  equal  in  importance  to  those  in 
Italy.  Spain,  France,  and  England  had  meanwhile  become 
highly  centralized  nations,  which  successively  attained  world 
I)owcr,  while  Italy  and  Germany  remained  torn  by  internal 
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struggles.  During  the  central  years  of  the  period  France 
dominated  European  politics  and  European  culture,  and  it  was 
thus  the  French  version  of  contemporary  ideas  which,  in 
later  years,  had  the  greatest  influence. 

Italy.  Academic  origins.  The  germs  of  both  academic  and 
baroque  tendencies  existed  in  Italy  well  within  the  Renais- 
sance period.  The  forerunners  of  academicism  were  Alberti 
and  the  early  editors  and  commentators  of  Vitruvius.  All 
these  were  concerned  largely  with  the  fixing  of  normal  forms 
and  proportions  for  individual  architectural  members.  After 
1500  the  editions  and  translations  of  Vitruvius  multiplied 
rapidly,  and  belief  in  the  infallible  authority  of  the  Roman 
writer  increased  to  a  fantastic  extent  best  seen  in  passages  in 
the  writings  of  Serlio,  appearing  1537-75.  The  rules  were  to 
be  followed  even  when  they  were  in  conflict  with  the  teachings 
of  ancient  monuments.  By  1542  the  adherents  of  formal 
theory  were  sufficiently  numerous  and  self-conscious  to  found 
a  Vitruvian  academy  in  Rome. 

Baroque  origins.  Michelangelo.  Against  this  academic  ten- 
dency there  arose  a  powerful  champion  in  Michelangelo. 
He  boldly  proclaimed  his  ambition  *'to  burst  the  toils  and 
chains"  which  architecture  had  suffered  to  be  laid  upon  itself 
and  his  intention  to  hold  himself  bound  by  no  rule  ancient 
or  modem.  Already,  in  his  designs  for  the  fagade  of  San 
Lorenzo  (15 14)  and  for  the  interior  of  the  Medici  chapel  in 
Florence  (1521-34,  Fig.  204),  he  had  shown  a  new  freedom. 
In  one  it  was  the  richer  relief  of  free-standing  columns  and 
sculpture,  here  used  for  the  first  time  as  decorative  forms  in  a 
Renaissance  fagade.  In  the  other  it  was  the  unconventional 
use  of  classical  details  in  the  filling  of  the  main  architectural 
framework.  Entablatures  were  broken,  architraves  and  friezes 
omitted  at  will,  proportions  were  modified,  and  a  multitude 
of  consoles  were  introduced.  Within  the  tabernacles  above 
the  doors  the  inner  enframement  penetrates  even  the  hori- 
zontal cornice  and  rises  into  the  tympanum  of  the  pediment. 
In  the  sarcophagi  of  the  Medici  chapel  Michelangelo  even 
gave  a  suggestion  for  breaking  the  upper  cyma  of  a  pediment, 
which  he  and  others  soon  proceeded  to  do.  Similar  liberties 
of  detail  appear  in  another  of  his  designs  at  this  period,  not 
completed  after  his  death — the  vestibule  of  the  Laurentian 
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Library  in  Florence.  An  even  more  striking  innovation  here 
was  the  placing  of  the  stairs,  free  on  all  sides,  in  the  center  of  a 
room  which  rose  through  two  stories. 

Michelangelo's  later  work.  Saint  Peter's.  The  second  and 
more  important  period  of  Michelangelo's  architectural  work 
began  on  the  death  of  Antonio  da  San  Gallo  (1546),  when  he 
succeeded  tn  the  direction  of  Saint  Peter's  and  the  papal  build- 


FIG.    33i — HOME.      SAIN'T    PETER's    DOUE    FROM    THE    EAST 

ings  generally.  He  was  already  seventy-one  years  of  age,  yet 
he  survived  and  continued  to  develop  for  eighteen  years 
more.  In  Saint  Peter's  (Fig.  222)  he  reverted  to  the  centrally 
composed  scheme  of  Bramante  which  had  been  modified  as  a 
result  of  liturgical  considerations  He  omitted  the  outer 
aisles  and  chapels  hitherto  proposed  and  restored  the  single 
colossal  order  on  the  exterior.  For  the  domes  proposed  by 
Bramante  and  San  Oallo  he  substituted  one  of  his  own  design, 
embodying  many  novd  failures  (Fig.  223).  It  followed  the 
dome  of  Brunei  ieschi  in  having  more  than  a  single  shell  and  in 
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having  a  sj-stem  of  deep  ribs  with  lighter  filling.  Michel- 
angelo, however,  took  ad\'antage  of  the  multiplicity  of  shells 

to  give  the  exterior  of  the  dome  a  steeper  pitch  than  the  in- 
terior, and  he  guvc  the  ril>s  a  visible  expression  both  inside 
and  out.  Instead  of  a  continuous  exterior  peristyle  he  placed 
around  the  drum  a  series  of  buttress-like  masses,  one  at 


each  rib.  The  result  was  a  dotne  of  new  and  more  soaring 
aspect,  which  has  remiiined  an  almost  universal  model  for  the 
following  centuries. 

The  Capitol.  Of  scara'ly  less  influence  was  Michelangelo's 
work  on  the  Capituline  Hill  in  Rirnie  (Ijcf.'un  1546).  Here  on 
the  saddle  bet  ween  the  two  summits  he  created  a  monumental 
group  hitherto  unrivaled  in  its  unity  (Fig.  224).  Taking  a 
sui;t;i.'sti(>n,  perliajis.  from  the  square  at  Pienza,  he  made  the 
sides  of  hi>4  scuiiirc  diverge  toward  the  Palazzo  del  Senatore 
wJiicli  fiimieii  tlie  liaekgroiuid  for  a  rich  display  of  ancient 
sculpture.     To   riglit   and   left   were   palaces  identical  with 
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each  other,  harmonious  with  the  principal  one,  yet  subordi- 
nated to  it  in  height  and  scale.  In  these,  for  the  first  time  in  a 
secular  building  of  the  Renaissance,  the  facade  was  conceived 
as  a  whole  in  the  manner  of  a  Roman  building,  with  podium, 
colimins,  and  entablature.  The  stories  are  not  individual 
units  superposed  on  one  another,  but  are  created  by  the  divi- 
sion of  the  larger  unity.     The  horizontal  subdivisions  are  in- 


terrupted by  the  continuous  vertical  lines  of  the  great  pilasters. 
Another  notable  feature  of  the  whole  composition  is  the 
emphasis  on  the  central  axes  given  by  features  of  f^reater  size 
and  relief,  or  by  progressive  increase  in  size.  The  great 
double  stair  of  the  Palazzo  del  Scnatore  which  contributes  so 
much  to  this  emphasis  was  itself  novel  and  influential. 

Establishment  of  the  tendencies.  Palladia.  In  the  younger 
generation  which  surrounded  and  succeeded  Michelangelo 
the  dual  tendencies  of  the  day  became  firmly  established. 
Although  the  free  or  baroque  tendency  had  the  greater  fol- 
lowing, the  stricter  or  academic  tendency  did  not  yield  until 
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its  greatest  master  had  created  models  which  later  had  wide 
influence.  This  master  was  Andrea  Palladio  of  Vicenza 
(1518-80).  He  had  in  his  youth  given  to  the  Roman  remains 
the  most  intensive  study  so  far  attempted.  His  earliest 
building,  the  Palazzo  della  Ragionc.  or  Basilica,  at  Vicenza 
(Fig.    225),   although   continuing   certain   traditions   of   the 


Renaisamce,  clnsdy  approximiitcs  a  basilica  of  Roman  times. 
TlK-rc  is  no  doulit  that  he  chose  this  as  his  model  precisely 
liccaiisf  of  Iho  identity  in  the  uses  of  the  buildings.  In  his 
suliscr|ui.'iit  (Icsij^ns  there  can  K'  tniced  the  influence  of 
Michelaiii,'cl(i  a-;  well  as  of  thu  anlique.  In  some  palaces  he 
eTn])Ii>yfil  the  oiliKsal  order,  in  nthcrs.  where  he  still  retained 
an  iirdiT  f'lr  eaili  story,  he  innitted  tlie  pedestal  between  and 
allciwi'cl  tlie  liiK-s  of  the  bahistrade  to  be  interrupted  by  the 
(iilTiiiiiis.  in  eiliier  case  }ie  frequently  added  an  upper  stor\-, 
ircaU'd  as  :ui  attic  like  tiinse  of  the  Roman  triumphal  arches, 
lie  eairiid   the  iiiterniijtiun  of  the  architectural  lines  even 
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farther  than  Michelangelo,  permitting  the  windows  of  the 
upper  story  to  penetrate  into  the  main  entablature,  and 
breaking  the  entablature  at  each  bay  of  the  great  order. 
While  he  thus  reduced  the  independence  of  individual  mem- 
bers, he  tended  to  decrease  the  isolation  of  the  whole  building. 
Instead  of  emphasizing  the  comer  of  the  building  he  often 
weakened  the  expression  there, -making  the  work  not  a  mi- 
crocosm, like  the  Renaissance  palaces,  but  a  fragment  of  the 
cosmos.  Something  of  the  same  character  appears  in  Palla- 
dio's  designs  for  churches  and  villas.  In  the  villas,  for  in- 
stance, he  treated  the  service  buildings  surrounding  the  house 
as  wide-flung  colonnaded  wings  which  unite  house  and  land- 
scape. In  both  churches  and  villas  Palladio  made  an  attempt 
to  imitate  the  ancient  pedimented  temple  front.  The  Villa 
Almerigo  or  **  Villa  Rotonda"  near  Vicenza  has  even  free- 
standing porticoes  with  a  front  of  six  columns  (Fig.  226). 
This  villa,  composed  about  a  central  axis,  with  a  domed  central 
salon,  served  as  a  prototype  for  many  others  in  northern  lands. 

Palladio* s  writings.  Palladio 's  influence  was  exercised 
chiefly  through  his  Four  Books  on  Architecture  (1570).  In 
these  he  not  only  gave  a  codification  of  the  orders  which  was 
widely  adopted,  but  furnished  the  first  considerable  body  of 
measured  drawings  of  ancient  buildings,  and  instituted  a  new 
custom  by  publishing  engravings  of  his  own  works. 

Vignola,  Vasari,  Alessi,  Other  men  who  aided  in  the  es- 
tablishment and  diffusion  of  the  new  tendencies  were  Vignola, 
Vasari,  and  Alessi,  all  disciples  of  Michelangelo.  Vignola, 
who  measured  ancient  fragments  in  the  interest  of  the  Vitru- 
vian  academy,  and  who  published  perhaps  the  most  in- 
fluential canon  of  the  orders,  showed  in  his  buildings  great 
freedom  of  invention.  At  Caprarola  (1547)  he  took  a  sug- 
gestion from  new  methods  of  fortification  to  build  a  five- 
sided  castle,  with  a  circular  court.  In  the  Villa  di  Papa 
Giulio  (1550)  he  made  a  rich  use  of  semicircular  forms,  and 
in  the  church  of  Sant'  Andrea  he  employed  an  elliptical  dome. 
Vasari,  best  known  for  his  biographies  of  artists,  also  created 
in  his  buildings  many  new  spatial  effects.  His  court  of  the 
Uffizi  in  Florence,  built  to  house  the  officials  of  the  ducal  ad- 
ministration, was  opened  freely  at  one  end,  and  partially  at 
the  other,  in  contrast  to  the  inclosed  courts  of  earlier  palaces. 
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Alessi  began  the  creation  of  modern  Genoa  by  his  palaces  with 
their  arcaded  courts  and  their  elaborate  stairways.  His 
Palazzo  Marino  in  Milan  (Pig.  227),  with  its  lavish  use  of 
panels,  masks,  garlands,  and  consoles  to  organize  and  enhven 
the  wall  surfaces,  had  the  widest  influence  on  Renaissance 
architecture  north  of  the  Alps.     In  the  works  of  these  three 


men  rustication  commenced  to  attack  the  orders  and  the 
window  enframcments.  It  brnkc  through  the  shafts  and 
architraves,  which  appeared  only  at  the  capitals  and  bases, 
in  the  comers,  or  I>et«'een  the  blocks.  Sculptured  figures,  or 
hcnns  with  a  sculptured  Inist  and  tapering  shaft,  began  to 
replace  j)iliisicrs  and  cnframements,  although  geometrical 
fonns  and  classical  dispositions  still  dominated. 
Baroque  supremacy.     The  years  from  1580  to  1730  in  Italy 


POST-RENAISSANCE  ARCHITECTURE   411 

were  years  of  undisputed  supremacy  for  the  baroque.  Build- 
ings in  which  classical  forms  were  strictly  followed  did  indeed 
appear  occasionally,  even  among  the  works  of  the  great  mas- 
ters of  the  free  tendency,  but  they  were  exceptional.  In 
general  the  greatest  liberty  was  assumed  in  planning  and  in 
membering.  This  liberty,  which  has  so  often  been  conceived 
as  mere  caprice  or  license,  resulting  in  a  dissolution  or  degenera- 
tion of  Renaissance  forms,  may  better  be  looked  on  as  a 
positive,  constructive  process.  It  was  an  effort,  thoroughly 
conscious  of  its  aims  and  studious  of  its  means,  to  follow  to 
extreme  consequences  the  search  for  those  qualities  of  molten 
unity  and  variety  of  aspect  which  were  ideals  of  the  period  as 
a  whole.  In  this  striving,  geometrical  complexity  took  the 
place  of  simplicity,  ever-varying  diagonal  views  resulted  from 
curvatures  in  plan,  ever- varying  silhouettes  resulted  from 
curves  and  projections  in  elevation.  The  substitution  of 
swelling,  leather-like  cartouches  for  simple  shields  and  panels, 
the  appearance  of  twisted  columns,  the  overflowing  of  archi- 
tectural lines  by  sculpture,  or  the  substitution  of  sculptural 
forms  for  the  architectural  frames  themselves,  the  use  of 
richly  veined  and  colored  marbles  and  of  gilding  are  but  several 
manifestations  of  a  consistent  tendency.  The  aim  of  the 
academists  was  never  to  surprise;  the  aim  and  the  achieve- 
ment of  the  baroque  masters  was  to  surprise  continually. 

Delia  Porta,  Maderna.  Among  the  first  constructions  to 
feel  the  new  spirit  were  those  of  the  villa  gardens,  where  long 
before  the  end  of  the  sixteenth  century  the  architecture  lost 
its  formality  in  a  riot  of  sculpture,  artificial  rock-work,  and 
broken  silhouettes.  The  penetration  of  similar  motives  into 
monimiental  architecture  soon  followed.  In  the  fagade  of  the 
church  of  the  Gesu  in  Rome,  designed  by  Delia  Porta  (c.  1573), 
there  are  pediments  one  within  another  on  the  same  entabla- 
ture. In  the  terminal  fountain  of  the  Acqua  Paola,  not- 
withstanding its  severe  classical  models,  the  outline  is  boldly 
animated  by  consoles  and  finials.  The  fagade  of  Saint  Peter's 
added  by  Maderna  (1606-26)  has  a  graduated  increase  of  re- 
lief toward  the  center  and  a  complexity  of  rhythm  in  the  setting 
out  and  subdivision  of  its  bays  which  defies  any  casual  analysis. 
Its.  skyline  dissolves  in  balustrades,  statuary,  and  cartouches. 

Bernini,  Borromini.    The  many-sided  artist  who  dominated 
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the  later  years  of  the  baroque  movement  was  Gian  Lorenzo 
Bernini  (1598-1680).  Equally  distinguished  in  sculpture  and 
in  architecture,  he  broadened  the  scope  of  architectural  ex- 
pression to  a  ranji^e  hitherto  unknown.  The  canopy  over  the 
altar  of  Saint  Peter's  (1624-33)  with  its  twisted  and  floriated 
columns,  its  crown  of  consoles  and  its  bronze  hangings  (Fig. 
199),  is  at  the  opposite  pole  from  his  colonnades  of  the  square 
in  front  (1656-63),  unreHcved  in  their  Doric  simplicity.  A 
common  quality  is  present,  however,  in  the  conception  of 
every  part  as  a  fragment,  requiring  the  others  to  complete  it. 
No  part  by  itself  is  s>Tnmctrical.  The  twisted  columns  turn 
in  oi>posite  directions,  one  half-ellipse  of  the  colonnades  de- 
mands the  other  (Fig.  222).  Rarely  are  opposite  sides  of  a 
motive  in  a  single  plane  or  parallel.  The  colonnades  converge 
toward  the  square  of  Saint  Peter's,  the  faces  of  the  Palazzo 
Ludovisi  (Montecitorio)  recede  equally  on  each  side,  the 
lines  of  the  Scala  Regia  of  the  Vatican  converge  toward  a 
single  vanishing-point.  Similar  devices  appear  also  in  the 
work  of  Bernini's  contemporary,  Francesco  Borromini.  His 
fayade  for  Sant'  Agnese  in  the  Piazza  Navona  at  Rome 
(1645-50)  has  all  its  lines  curved  in  plan;  his  plan  for  Sant' 
Ivo  (1660)  is  a  combination  of  triangles  and  arcs  which  con- 
tinually presents  something  unexpected. 

The  baroque  supremacy  outside  of  Rofne,  Although  Rome 
itself  was  the  center  of  the  baroque  movement,  other  Italian 
cities  were  quick  to  feel  its  influence.  The  extent  to  which  it 
was  welcomed  varied  greatly  with  the  local  traditions  or  lack 
of  traditions.  Thus  in  Piedmont,  in  Genoa,  and  in  the  south, 
where  the  school  of  Bramante  had  never  become  firmly  es- 
tablished, the  baroque  was  unrestrained.  In  Turin  especially 
the  works  of  Gunrino  Guarini,  such  as  the  Palazzo  Carignano 
(i6tSo)  with  its  d()ul)]c  reverse  cur\x^  in  fagade,  went  to  ex- 
tremes. In  Florence,  on  the  other  hand,  the  baroque  scarcely 
()l)taine(l  a  foothold,  and  in  Venice  the  tradition  of  Sansovino 
restricted  it  to  a  few  examj^lcs.  The  most  notable  of  these, 
tlie  church  of  Santa  Maria  della  Salute  (1631-82)  by  Lon- 
ghcna,  by  its  position  at  the  head  of  the  Grand  Canal,  has, 
ho\ve\'er.  a  high  iin[)ortance  in  the  as])ect  of  the  city  (Fig.  228). 
Eight-sided,  witli  its  central  dome  buttressed  by  great  scrolls 
carrying  statues,  and  with  a  second  large  dome  over  its  choir, 
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it  has  captivated  successive  generations  of  artists  by  its  ever- 
chanfijing  perspectives. 

Compromise:  J uvara,  Galilei,  Vam'ilelli.  In  the  eighteenth 
century*  the  academic  tendency  in  Italy  was  strengthened  by 
return  influences  from  France  and  from  England.  A  touch 
of  this  appears  in  the  work  of  Filippo  Juvara  {1685-1735), 


FIG.  228— VENICE.      SANTA  MABIA   UlvLLA  SALUTE 

whose  buildings  in  Turin  include  the  great  domed  church  of  the 
Su])crga  ( 1 706-20).  Another  of  the  leading  Itahan  architects 
of  the  eighteenth  cenlur\'  was  Alcssandro  Galilei  (1691-1737), 
who  had  worked  in  lingland  under  Vanbrugh  and  represented 
the  same  compromise  between  academic  and  baroque  ten- 
dencies. Hin  facade  for  the  church  of  the  Lateran  in  Rome  is 
strict  in  its  use  of  classical  elnnents  and  in  its  geometrical 
regularity,  but  has  a  free  sk\'line  and  complicated  grouping. 
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The  splendor  of  Versailles  under  Louis  XIV.  tempted  Italian 
princes  to  imitation.  The  most  notable  of  the  resulting  coun- 
try palaces  is  that  of  Caserta  near  Naples  by  Luigi  Vanvi- 
telli,  begun  in  1 7  5  2 .  The  i)lan  of  building  and  gardens  embodies 
French  elements,  the  mcnnbering  of  the  long  fagades  is  dryly 
Palladian.  The  cycle  through  freedom  back  to  strictness  was 
soon  to  be  comi)leted. 

l^ypes  of  buildings.  Churches.  The  Counter  Reformation 
was  a  period  of  fe\'erish  building  of  churches,  and  of  a  retimi 
to  a  more  liturgical  concci)tion  in  their  design.  The  longitud- 
inal tyf)e  of  plan  was  once  more  preferred,  as  in  the  Middle 
Ages.  Naves  were  added  to  some  Renaissance  churches  of 
central  type  as  ultimately  to  vSaint  Peter's  itself  (Fig.  222). 
The  crossing  of  nave  and  transei)t  tended  to  lose  its  inde- 
pendence. In  new  designs  the  central  type  was  rarely  adopted 
except  for  votix'c  churches  like  the  Superga  and  the  Salute. 
In  the  Salute  the  radial  cliapels  were  no  longer  isolated, 
but  united  to  form  a  single  encircling  aisle,  the  first  of  its  kind 
since  Byzantine  days.  Throughout  the  churches  the  self- 
centered  domical  vaults  ga\x  place  to  groined  vaults  with 
their  centrifugal  tendency,  barrel  vaults  were  interrupted  by 
penetrations,  galleries  tended  to  unite  the  bays  at  the  aisles 
and  even  to  j)roject  into  the  nave.  A  broad  nave  and  shallow 
transepts  gave  sj)ace  for  a  congregation  corresponding  to  the 
increased  importance  of  the  sermon.  The  whole  plan  tended 
increasingly  to  confonn  to  a  single  rectangle,  usually  sub- 
di\'i(led,  to  be  sure,  but  into  parts  having  no  strong  unity  of 
their  own.  The  fa(;a(les,  too,  were  treated  as  units,  with 
little  precise  relation  to  the  subdivision  of  the  interior.  The 
Renaissance  scheme  oi  using  super] )()sed  orders  in  the  center 
witli  consoles  to  make  transition  from  the  lower  order  at  the 
sides  was  adliered  to  in  many  cases.  Even  more  character- 
istic, however,  was  the  eni])loyment  of  a  single  order  the 
full  height  of  the  nave,  masking  the  unequal  heights  of  nave 
and  aisles.  The  1  >e]l  tower  was  no  longer  designed  as  a  separate 
unit,  ])ut  was  com])ined  with  tlie  fa(;ade  and  repeated  on 
either  side  as  in  nortliern  church  fronts.  In  the  treatment  of 
facades  and  still  more  of  interiors  there  was  often  a  lavishness 
of  ii^^ure  sculpture  and  of  ])ainting  which  was  mundane  and 
theatrical,    perhaps,    Init   remarkably   facile    and   decorative 
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garden.  This  was  the  case,  for  instance,  with  the  court  of 
the  Palazzo  Pitti  in  Florence,  executed  by  Ammanati  in  1 526. 

Villas.  The  characteristic  creation  of  the  period  in  domestic 
architecture  was  the  \nlla,  in  which  house  and  garden  were  now 
inextricably  combined.  Usually  on  hillside  sites,  and  with  an 
abundant  supply  of  water,  the  \nllas  included  a  series  of 
terraces,  steps,  pools,  and  fountains,  all  highly  organized  in 
accordance  with  a  unified  axial  system.  The  house  or  casino 
might  be  either  at  the  toj)  or  at  the  bottom  of  the  slope,  or 
even  part  way  Ix^tween;  there  might  be  a  level  parterre  of 
flowers,  or  terrcices  only,  as  the  ground  permitted.  A  char- 
acteristic exam|)le  of  artful  variety  within  modest  dimensions 
is  the  Villa  Lante  near  Viterbo,  designed  by  Vignola  (begun 
1566,  Fig.  230).  Here  a  jxirterre  with  a  central  fountain  and 
basins  occupies  the  lower  third  of  the  length.  To  left  and 
right  of  the  first  ascent  stand  the  two  casinos  which  provide 
the  living  quarters,  and  above  rise  terraces  of  differing  widths 
and  heights,  connected  on  the  main  axis  by  features  in  which 
steps  and  falling  water  iirc  ingeniously  intermingled.  Ramps 
and  stairs  offer  numerous  alternative  means  of  ascent  and 
descent.  The  Villa  Pia  in  the  gardens  c^f  the  Vatican,  with  its 
ow'il  court  and  curved  rani])s,  is  another  such  unexampled 
background  for  the  art  of  living  (F^ig.  222  E). 

Fountains.  Foimtains  occurred  not  only  in  the  villas  but 
ever\^vhere  in  the  cities,  multi])Hed  and  diversified  as  never 
before.  For  large  volumes  of  water  or  small,  for  high  pressures 
or  low  alike,  treatments  were  found  which  gave  the  water 
itself  the  chief  j)lace  in  the  design,  however  rich  and  free  the 
architecture  or  sculj)tiire. 

Theaters.  A  novel  j)rol)lem  in  modern  times  was  to  give 
an  architectural  treatment  to  the  theater.  The  classical 
])rece(lents  suggested  to  Palladio,  for  his  Teatro  Olimpico  in 
Vicenza  (15S0).  a  close  imilatioii  of  the  interior  of  a  Roman 
theater,  with  eavea,  encircling  colonnade  at  the  rear,  and 
architectural  sccouc  frons.  An  addition  quite  in  the  spirit  of 
the  time  was  that  of  const nicted  arcliitectural  perspectives 
visible  through  o])enings  of  the  stage.  The  theater  at  Parma 
(161S)  lias  a  deeper  auditorium  and  a  single  wide  opening  to 
a  stage  for  movable  sc^rnery.  lujually  significant  is  the 
rei^lacing  of  the  rear  colonnade  by  arcades  in  two  stories. 


?     T 

3    ! 


a>3Tr:ri;Kr»xtt-', 


4i8        A  HISTORY  OP  ARCHITECTURE 

From  these  ^ew  in  the  eij^htecnth  century  the  tiers  of  indi- 
vidual loges  which  still  fonn  the  characteristic  treatment 
of  the  Italian  theater  interior.  No  attempt  to  secure  an 
•exterior  expression  was  yet  made. 

Toum  planning.  An  ultimate  extension  of  baroque  prin- 
cii)les  was  the  inclusion  of  the  whole  city  in  a  single  architect- 
ural composition.  Efforts  of  the  sort  had  mostly  to  remain 
in  the  ideal  stage,  like  the  Ciiid  Ideale  of  Bartolomeo 
Ammanati  (151 1-92)  whose  Ponte  Santa  Trinity  in  Florence 
inaugurated  a  new  lightness  and  grace  in  bridge  building. 
Less  fantastic  than  the  cities  on  paj)er,  but  still  ambitious, 
were  the  corrections  undertaken  in  existing  cities,  above  all  in 
Rome.  These,  which  had  been  begun  in  a  small  way  by  Julius 
II.,  were  continued  on  a  vast  scale  by  his  successors.  They 
included  the  Piazza  of  Saint  Peter's  and  the  Piazza  del  Popolo, 
both  begun  by  Bernini  about  1656,  the  Spanish  Steps,  and  the 
port  of  Ripetta  on  the  Tiber.  In  all  these  there  apj^ear  the 
grandiose  unity  and  variety  of  form  so  characteristic  of  the 
period. 

Individual  forms.  The  governing  conception  of  the  post- 
Renaissance  j)eriod  in  Italy  was  that  each  indi\adual  element 
was  but  a  fragment,  and  that  a  high  degree  of  unity  in  the 
])arts  was  damaging  to  the  unity  of  the  whole.  This  concep- 
tion was  essentially  in  conflict  with  the  antique  conception 
of  unity,  which  did  not  preclude  ])arts  sufficient  unto  them- 
selves. It  thus  came  a])out  that  the  structural  expressiveness 
of  many  fonns  had  to  yield  to  the  imperative  demand  for 
dismembemient  and  coalescence.  Thus  as  in  Roman  archi- 
tecture, by  c()mj)arison  with  (ireek,  ]>urity  of  detail  was 
rendered  less  im])ortant  by  the  mode  of  composition. 

Walls.  Tlie  period  in  Italy  was  distinguished  by  a  wide  use 
of  stucco,  not  only  for  wall  surfaces,  iis  in  the  Renaissance, 
but  for  all  the  members  of  ()])enings  and  orders.  This 
extensi(3n  of  its  use  resulted  in  the  first  instances  from  economy, 
but  it  was  turned  to  advantage  in  the  execution  of  luxuriant 
modeled  decoraticni.  Rusticatic^n  was  rarely  used  except  in 
cjuoins  or  about  the  openings.  In  interiors  the  incrustation 
of  walls  willi  marble  \'eneering  was  revived,  inlaid  patterns 
gi\'ing  a  striking  contrast. 

(^pcjiuiiis.     In  tlie  enframement  of  the  openings  few  Italian 
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designers  followed  the  practice  of  Palladio  in  retaining  a 
simple  rectangular  architrave,  perhaps  with  a  frieze  and 
cornice.  Even  Palladio  himself  multiplied  ears  and  consoles 
and  employed  a  bulging  or  pulvinated  frieze.  His  con- 
temporaries were  already  elaborating  enframements  with 
rusticated  architraves,  broken  pediments,  and  herms  or 
figure  sculpture,  which  soon  became  the  rule. 

Columns  and  wall  memhering.  The  general  relations  of 
column,  arch,  and  wall  remained  much  the  same  as  in  the 
Renaissance  period,  except  for  the  frequent  use  of  a  *'  colossal  '* 
engaged  order.  Free-standing  colonnades  with  horizontal 
lintels  appear  but  seldom,  although  notably  in  the  Piazza  of 
Saint  Peter's.  Columns  bearing  arches  remained  in  favor  for 
courtyards,  but  the  supports  were  now  usually  grouped  in 
pairs,  a  motive  especially  favored  by  Alessi.  In  the  membering 
of  fagades  the  tendency  toward  grouping  the  members,  which 
had  begun  with  the  coupled  columns  of  Bramante,  was  carried 
much  further.  The  pilaster  was  reinforced  by  slight  breaks 
in  the  wall  at  either  side,  or  groups  of  shafts  and  pilasters 
were  composed,  like  the  grouped  piers  of  the  Middle  Ages. 
In  interiors  these  once  more  gave  individual  support  to  the 
various  members  of  a  vault,  on  exteriors  they  ser\^ed,  with 
the  corresponding  breaks  in  entablatures  and  balustrades,  to 
enliven  the  silhouette. 

Stairs.  A  special  production  of  the  period  was  the  monu- 
mental stairway,  either  inside  a  building  or  outside.  Michel- 
angelo's stairways  at  the  Laurentian  Library  and  at  the  Capitol 
gave  the  suggestion,  which  was  quickly  taken  up  in  many 
different  ways.  Thus,  in  the  Villa  d'Este  at  Tivoli  (about 
1550)*  the  two  arms  of  a  s>Tnmetrical  stair%ay  are  bent  into 
semicircles;  at  the  Villa  di  Papa  Giulio,  into  quadrants. 
Then  followed  the  stairs  with  two  arms  side  by  side,  and  with 
three  arms  winding  up  against  the  walls  of  a  rectangular 
room  as  in  the  Palazzo  Barberini  (about  1630).  Further 
possibilities  lay  in  a  svinmetrical  doubling  of  these  schemes, 
first  attempted  in  the  cloister  of  San  Giorgio  Maggiore  in 
Venice  by  Longhcna  (1644).  In  the  Genoese  palaces  the  stairs 
through  several  stories  were  brought  into  a  single  composition 
by  the  breaking  through  of  all  surrounding  walls,  and  the 
carrying  of  the  upper  flights  on  bridge-like  vaults. 
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Spain.  Academic  architecture.  The  conquest  of  the  Indies 
made  Spain,  by  the  middle  of  the  sixteenth  century,  the 
j^reatest  power  in  Euroi>e.     Philip  II.  gave  expression  to  this 
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power  l)y  the  Imildin^'  of  the  Escurial  (1563-84),  comprising 
a  v()ti\'e  elnireli  and  mausoleum,  monastery,  and  palace,  with 
every  needful  dependc^ney  for  the  service  of  both  church  and 
state  (P^i^^.  23  I,  2^y2).     Its  huildint^  lay  chiefly  in  the  hands  of 
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Juan  de  Herrera  (i530-g7),  whose  work,  severely  academic 
in  its  forms,  established  the  post-Renaissance  tendencies  iit 
Spain.  In  the  Patio  of  the  Evanj^elists,  to  be  sure,  he  em- 
ployed the  Roman  arch  order  with  equal  bays  and  unbroken 
entablatures,  but  elsewhere  the  membering  abounds  in  the 


complex  groupiiiK  of  supi)orts.  the  breaking  of  horizontal 
members,  the  unitiTij;  of  interior  s|)accs  by  penetratinj,'  vaults. 
and  the  mulli plication  of  asi>ects  in  perspective  by  the  com- 
bination of  dome  and  towers. 

Baroque  supremacy.  Herrcra's  sobriety  was  soon  super- 
seded by  baroque  freedom,  which  ultimately  in  the  hands  of 
Joj(S  Churrif^uera  (i*)50-i723)  became  the  boldest  hcense. 
The  national  traditions  of  the  Plateresque  were  reflected  in 
the  "  Churrigueresque  "  stylo,  which  paid  less  attention  to  the 
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creation  of  new  forms  of  plan  and  space  than  to  the  luxuriant 
elaboration  of  detail.  It  reached  its  fullest  development  in 
the  great  portals  and  altar-pieces,  such  as  the  high  altar  of 
the  church  of  El  Salvador  in  Seville  (Fig.  233)- 

Keaclion.  The  accession  of  the  Bourbons  in  1714,  which 
marked  the  end  of  Spanish  domination  in  politics,  brought 
also  a  subordination 
of  Spanish  tenden- 
cies in  art.  The 
palaces  of  the  new 
rulers  at  La  Granja 
and  Madrid  imitated 
not  only  the  world- 
line  ss  of  Versailles 
but  its  architectural 
formalism.  The 
baroque  tendency, 
which  comported  so 
well  with  national 
sympathies,  per- 
sisted nevertheless, 
now  creating  novel 
forms  of  interior 
space,  and  still  fill- 
ing the  framework  of 
the  orders  with  an 
exuberance  of  orna- 
ment. 

France.  In  France 
there    came  first   a 
n',.  :;ii— M  VM  1 1:,     Ai.iiH  01    rm-:  rinKiii      brief     period     of 
iJi-  Ki.  ^lAi.vAiMiB.    iMiiiiiimi  baroque  supremacy. 

This  was  of  rela- 
tively short  duration,  however;  a  compromise  was  soon 
rc;K'[u-d,  ;nii1  llie  ullimjilc  victory  of  the  academic  ten- 
(lency  L-;imv'-  carliiT  Ihan  in  Iiiily  ;md  was  more  complete. 
V.wn  durini;  the  years  of  oniiirumise  the  academic  ten- 
dency preiioiiiinaied.  ahli"U.L;h  in  llie  later  of  them  the 
frier  lendeney  tmce  more  a^i^icrU-d  itself  vigorously,  in  the 
pliase  known  as  the  rcH-oco.     The  conventional  subdivision 
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of  the  period  in  France  intx)  phases  designated  by  the  names 
of  the  kings  conforms  tolerably  well  with  this  development, 
although  the  duration  of  the  phases  by  no  means  corresponds 
exactly  to  that  of  the  reigns.  In  general  the  baroque  su- 
premacy may  be  identified"  with  the  style  of  Henry  IV.  and 
Louis  XIII. ;  the  compromise,  in  its  earlier  and  stricter  form, 
with  the  style  of  Louis  XIV.,  in  its  later  and  freer  form,  with 
that  of  Louis  XV.;  the  ultimate  victory  of  the  academic, 
with  the  style  of  Louis  XVI. 

Establishment  of  academic  and  baroque  tendencies.  Already 
in  the  later  work  of  native  masters  of  the  High  Renaissance, 
as  we  have  seen,  there  were  signs  of  the  appearance  of  post- 
Renaissance  tendencies.  On  one  hand  De  I'Orme  and  BuUant 
had  written  treatises  discussing  the  proper  form  and  propor- 
tions of  classical  members.  On  the  other  hand  De  I'Orme 
and  Du  Cerceau  had  employed  at  the  Tuileries  and  at  Charle- 
val  many  of  the  forms  of  the  school  of  Michelangelo,  such  as  the 
herm,  the  rusticated  architrave,  and  the  broken  pediment. 

Baroque  supremacy.  Henry  IV.  With  the  resumption  of 
building  under  Henry  IV.  after  the  religious  wars  (about  1 600) , 
the  strict  classical  forms  had  everywhere  yielded  to  those  of 
the  triumphant  baroque  of  the  day  in  Italy.  It  was  rarely, 
however,  that  baroque  principles  governed  the  whole  composi- 
tion. In  the  typical  buildings  of  the  time  of  Henry  IV.,  only 
the  details  of  the  baroque  were  applied  to  the  simplest 
rectangular  masses.  A  combination  of  brick  and  stone  came 
in  through  the  close  affiliation  with  Protestant  Holland. 
Examples  of  these  characteristics  are  Henry  IV. 's  additions 
to  Fontainebleau,  as  well  as  his  buildings  about  the  Place 
Royale  and  the  Place  Dauphine  in  Paris.  All  these  have  a 
simple  treatment  of  rusticated  quoins  at  the  comers  and  at 
the  openings,  with  occasional  use  of  consoles,  rusticated  archi- 
traves, and  broken  pediments  at  small  scale.  The  internal 
decoration  went  much  further  toward  Italian  freedom.  In  the 
treatment  of  doors  and  chimneys,  enframements  were  doubled, 
members  broken  and  interwoven,  consoles  and  cartouches 
multiplied.  Other  developments  which  recall  contemporary 
Italian  movements  lay  in  planning.  At  Saint  Germain, 
Du  Perac  built  for  Henry  a  series  of  vast  terraces  and  steps 

recalling  those  of  the  Villa  d'Este.       For  the  improvement 
15 
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of  Paris,  which  henceforth  became  the  focus  of  national  life, 
the  king  laid  out  the  two  great  squares  already  mentioned. 
They  were  surrounded  by  buildings  of  unified  design — the 
first  of  a  long  series  of  similar  enterj^rises  in  town  planning. 

Louis  XIII .  Under  Louis  XHI.  (1610-43)  the  baroque 
influence  still  preponderated,  £il though  to  a  degree  which 
gradually  decreased.  A  more  frequent  use  was  again  made  of 
the  orders,  and  the  baroque  elements  were  confined  within  the 
fields  marked  out  by  them.  The  leading  architect  of  the 
earlier  years  of  the  reign  was  Salomon  de  Brosse  (d.  1626). 
For  Catherine  de'  Medici  he  built  the  Luxembourg  Palace 
(1616-20),  which  she  wished  to  resemble  the  Pitti  Palace  in 
Florence.  The  drawings  which  she  secured  from  Italy  did 
indeed  hcive  their  influence,  for  there  were  many  points  of  simi- 
larity between  the  work  of  De  Brosse  and  that  of  Ammanati. 
The  open  court,  the  vSuperposed  rusticated  orders,  the 
rusticated  arches,  flat  and  vsemicircular,  jls  well  as  the  rigidity 
of  the  architectural  framework,  all  reappeared.  The  general 
grou])ing  and  the  broken  silhouette  of  the  palace,  with  its 
many  pavilions  and  high  roofs,  were,  of  course,  wholly  French. 
In  De  Brosse's  fagade  for  the  Gothic  church  of  Saint  Gervais 
he  also  showed  the  influence  of  the  freer  Italian  tendency  as 
exemplified  in  the  Gesu,  which  furnished  the  model  for  most 
later  French  church  facades.  The  conserv^ative  French 
tendencies  were  rc])rescnte(l  by  the  earlier  designs  of  Jacques 
Lemcrcier  (15S5  1654).  His  enlargement  of  the  court  of  the 
Louvre  (1624-^^0)  was  on  the  system  established  by  Lescot, 
willi  the  addition  of  a  few  baroque  elements;  his  vast  s>Tn- 
nietrical  cliatcau  of  Richelieu  dei)ended  solely,  for  its  wall 
treatment,  on  msticated  enframements  with  a  filling  of  stucco. 

Reaction.  In  tlie  later  years  of  the  reign  of  Louis  XIII. 
there  was  already  a  strengthening  of  the  academic  tendency 
which  resulted  in  eonipromise.  That  this  should  have  been  so 
at  the  very  moment  when  the  baroque  in  Italy  was  receiving 
its  greatest  devcl()])ment  was  due  to  several  causes.  Among 
tliese  ]3erhai)s  the  strongest  was  the  growing  tendency  of 
France  toward  absolutism  and  organization  in  every  field — 
tlie  monarchy,  the  church,  the  arts  in  general.  An  instance 
was  the  founding  of  tlie  French  Academy  (1635),  having  for 
its  object  "to  gi\'c  certain  rules  to  our  language  and  to  render 
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it  pure,"  Similar  in  its  direction  was  the  fundainentiLl  French 
belief  in  "reason"  and  "^ood  sense,"  more  sympathetic  with 
the  logic  of  the  Italian  academists  than  with  the  emotional 
liberty  of  the  baroque  masters.  The  renewed  imitation  of 
classical  models  in  the  drama,  beginning  with  Comeillc  about 
163s,  coincides  with  the  return  to  the  stricter  following  of 
classical  forms  in  architecture.  The  Frenchmen  who  went  to 
Rome  no  longer  studied  contem[>orary  architecture  so  much  as 


the  work  of  the  High  Renaissance  masters,  with  whom  they 
shared  a  direct  interest  in  Roman  buildings.  The  ac;idemie 
writings  of  the  Italians  were  diligently  read  and  compared. 
Frcart  de  ChambfLiy,  who  had  been  sent  to  Rome  in  1640, 
published  the  first  complete  translation  of  Palladio  (1650), 
and  also  a  parallel  of  the  ciinons  of  ten  of  the  principal  theorists. 
Cotttproniisc.  Francois  Maiisart.  Style  of  Louis  XIV.  The 
leader  in  the  return  to  academic  purity  in  architectural  prac- 
tice was  Frani^ois  Mansart  (it;g8-i666).  His  wing  for  Gaston 
d'Orl^ans  in  thL-  chateau  of    Blois  (1635-40)  depends  for  its 
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effect  almost  solely  on  the  jjroportions  and  the  sober  member- 
ing  of  the  superposed  orders  (Fig.  234).  Except  for  an 
increase  in  the  height  of  the  entrance  pavilion  and  for  the 
single  cartouche  in  the  center,  all  the  architectural  lines,  even 
those  of  the  roofs,  carry  through  without  interruption.  Rusti- 
cation and  dormers  are  alike  absent,  and  baroque  influence 
appears  only  in  the  decorative  carving.  Mansart's  purisni 
in  the  use  of  the  orders  persisted  in  his  work  at  the  church  of 
the  Val-de-Gr^ce  in  Paris  (begun  1645),  although  the  general 
scheme  is  that  of  the  baroque  churches  of  Italy,  and  baroque 
consoles  occur  both  in  the  facade  and  in  the  dome.  Hence- 
forth, throughout  the  reign  of  Louis  XIV.,  the  compromise 
between  academic  and  baroque  tendencies  prevailed  on  much 
the  same  terms.  On  the  exterior,  and  even  in  the  larger 
membering  of  the  interior,  the  academic  framework  dominated 
the  design ;  baroque  forms  were  confined  to  the  decoration. 

I^  Vau.  A  step  beyond  Mansart  in  the  direction  of 
pronounced  j)ost-Renaissance  character  was  taken  by  Louis 
Le  Vau  (1612-70)  who  was  the  court  architect  after  the  death 
of  Lcmercier.  Whereas  Mansart  used  always  an  order  to 
each  story,  Le  Vau  rarely  failed  to  introduce  a  ''colossal 
order,"  rising  from  a  low  plinth  to  the  main  cornice.  This 
was,  indeed,  no  new  thing  in  French  architecture,  but  it  was 
a  feature  which  had  fallen  into  disuse  during  the  baroque 
su])remacy.  Le  Vau  employed  it  in  the  chateau  of  Vaux-le- 
Vicomte,  in  the  south  fac^ade  of  the  Lou\Te  (1664),  and  in  the 
College  des  Quatre  Nations  (1660-68).  In  all  these  cases, 
however,  only  one  or  more  pavilions  have  the  large  order  and 
tiic  rest  of  the  building  is  treated  with  superposed  orders  or 
no  order  at  all. 

The  Louvre.  Perrault.  For  the  principal  front  of  the 
Louvre  it  was  felt  that  something  grander  was  necessary. 
After  the  rejection  of  many  designs  by  native  architects,  it 
was  finally  decided  to  summon  Bernini  from  Rome.  His 
design,  produced  in  1665,  involved  the  destruction  of  much  of 
the  existing  building.  It  proposed  the  rebuilding  of  the  court 
with  a  single  gigantic  order  rising  from  the  groimd,  and  the 
treatment  of  the  exterior  with  an  order  of  equally  large  scale, 
raised  on  a  nisticaled  basement.  The  execution  of  this 
scheme  was  s(;on  abandoned  as  impossibly  extravagant,  and 
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a  new  design  was  prepared  by  Claude  Perrault,  a  savant  who 
had  turned  his  attention  to  architecture.  He  profited  by  the 
lesson  Bernini  had  given  in  unity  of  design  and  largeness  of 
Scale,  but  adapted  his  facade  better  to  the  existing  work  and 
gave  it  a  more  uniform  membering  and  proportions  (Fig. 
235).     Like  Bernini  he  placed  a  large  Corinthian  order,  in- 


cluding the  two  upix^r  stories,  o\'er  a  ba.sement  the  height  of 
the  ground  story,  and  used  a  flat  roof  behind  a  balustrade. 
Unlike  Bernini,  ho\\e\'er,  and  indeed  for  the  first  time  in 
modem  architecture,  he  did  not  merely  decorate  the  wall  with 
an  engaged  order,  but  employed  a  free  standing  colonnade  in 
front  of  it.  like  that  of  a  peristylar  temple.  He  followed  De 
Brosse  and  Mansart  in  employing  coupled  columns,  but  gave 
them  larger  Kcale  and  more  Roman  detail.  He  also  gave  a 
new  impress  to  the  five-part  scheme  for  long  facades.  This 
had  grown  up  in  France  from  the  medieval  castle  with  its 
comer  towers  and  central  gate-house,  and  had  so  far  pre- 
served a  medieval  massing.     Perrault  treated  it  with  but 
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slight  projection  to  all  the  ]mvilions,  and  with  a  pediment  over 
the  centra!  one — -a  formula  which  has  remained  usual  to 
this  day. 

The  academies.  The  predominance  of  principles  of  law  and 
order  based  upon  the  antique  was  fortified  by  the  formation 
in  167 1  of  the  Academy  of  Architecture,  to  complete  the  system 
of  organization  begun  in  literature  by  the  founding  of  the 
Academic   Fraugaisc.     A   further   reinforcement   of   ' 


influence  came  through  the  cstablisJiment  on  a  regular  footing 
of  llie  aistom  of  sending  promising  artists  to  complete  their 
studies  in  Rome.  Thus  arose  the  Fruncli  Academy  in  Rome, 
chartered  in  1677. 

Wrxiiillcs.  J.  II.  Ahui.sarl.  Fn>m  the  commencement  of 
Jiis  personal  administration  in  166 1,  I^oiiis  XIV.  Ijegan  the 
development  of  tile  ch;iti.-;m  built  for  his  father  at  Vcrsiiilles. 
for  whicli  he  IkkI  a  spein:il  iinferunc-e.  Ultimately  he  made  it 
his  |)i'niiimi'iil  residenc-e  ;iini  ihv  si'at  of  liis  government.  The 
original  dialeau.  a  sim]ile  stnu'Iure  of  brick  and  stone,  had  to 
Ire  m:iny  times  enlarged,  although  it  retained  much  of  its 
original  asjx'et  toward  the  fore-court,  and  inevitably  had  an 
influent-e  on  the  scale  of  the  laU-r  work  (Fig.  236).  The 
extensions,  Ix'giui  bv  Le  Van.  were  completed  by  Jules 
]I:tnIouin  Maiisarl,  a  grcal-nephew  r.f  Francois.  The  system 
of  memljcring  linalU-  adn])ted  fur  the  lung  unbroken  facades 
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toward  the  j^^ardcn  was  that  of  a  rusticated  basement,  an  order, 
and  an  attic  with  balustrade.  The  interest  of  the  building, 
however,  lies  less  in  the  architectural  treatment  of  the  exterior 
than  in  the  plan,  with  its  multiplicity  of  functions  (Fig.  237). 
The  problem  was  to  provide  quarters  not  only  for  the  king  and 
the  princes  of  the  blood,  but  also  for  the  entire  court,  with 
offices  for  the  ministers,  provisions  for  service,  immense 
stables,  a  chapel,  and  ultimately  a  theater.  In  addition  there 
were,  on  one  side,  the  garden  and  park,  on  the  other  side,  the 
town,  newly  founded — both  alike  sxTnmetrical  on  the  main 
axis  of  the  palace.  Never  before,  even  at  the  Escurial,  had 
there  been  a  single  composition  on  such  a  vast  scale.  The 
interior  decoration  was  of  a  corresponding  richness.  Here, 
more  than  on  the  exterior,  appeared  the  baroque  elements 
which  still  characterized  contemporary  architecture.  Thus  in 
the  ceiling  of  the  long  Galerie  des  Glaces,  decorated  by  Charles 
Le  Brun  (Fig.  238),  there  was  an  abundance  of  broken  pedi- 
ments, consoles,  and  free  sculpture.  In  extent  and  luxurious- 
ness  alike,  Versailles  established  an  ideal  which  every  prince 
in  Eur()i)c  soon  dreamed  of  realizing. 

Outbreak  of  the  free  tendency.  Louis  XV.  Rococo.  The 
extreme  formality  imposed  on  life  and  art  by  Louis  XIV. 
provoked  a  new  outbreak  of  the  free  tendency  under  his 
successor.  It  took  many  suggestions  from  the  late  Italian 
baroque  of  Borromini  and  his  followers,  which  had  hitherto 
been  little  fa\'ored  in  France.  The  earliest  and  most  pro- 
ncnmced  manifestations  of  the  movement  occur  in  interior 
decoration.  Curves  were  multi]jlie(l  both  in  plan  and  in 
elevation;  architectural  lines  were  broken  and  were  over- 
flowed by  scul])tiire.  The  pompous  ap])aratus  of  coltmin  and 
entablature  was  banished  from  interiors,  and  replaced  by  a 
more  delicate  and  intimate  treatment  with  ])anels,  cartouches, 
and  floriated  scrolls  (Fig.  242).  Tlie  prevalence  of  shell-work 
or  rocaillc  led  to  the  designation  rococo,  a])plied  loosely  to  all 
the  work  of  free  tendencies  which  resulted  from  the  new 
movement.  Efforts  were  not  wanting  to  remodel  external 
architecture  on  similar  lines.  In  many  of  the  designs  of 
J.  A.  Meissonier  ( if)g3-i75o)  vertical  and  horizontal  members 
are  alike  al)an(lonc(l  in  favor  of  flowing  reverse  curves.  In 
France,  however,  this  extreme  was  not  reached  in  the  exterior 
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and  the  academic  system  received  its  ultimate  development. 
Gabriel's  desif^s  for  the  Place  de  la  Concorde  (Fir.  239), 
for  the  Eaile  Militaire  in  Paris,  the  Palace  at  Compiegne.  the 
Theater  at  Versailles,  and  the  Petit  Trianon  (FiR,  240)  form 
a  bhdy  of  work  unrivaled  for  the  ])urity  of  academic  detail 
and  ornament.  In  most  of  them  he  followed  the  scheme 
consecrated   by   Perrault — an   order  embracinR   two   stories 


tllNtORDE 


above  a  hif^h  bawnieiU.  In  the  handlinj;  of  the  order  itself, 
in  some  casts,  he  sirured  Perraull's  touch  of  Roman  magnifi- 
cence. Often  he  restricted  the  order  to  the  principal  pavilion, 
and  left  the  reniittninR  wnlls  nnbrokeii  except  by  the  slender 
and  elcj^'ant  winiinw  enlramemenls.  Before  the  accession 
of  I-iiiiis  XVl.  e\en  the  iniiriors  of  buildings  had  lost  their 
luxuriant  freedom.  At  the  same  time  there  began  a  change 
in  chaiacter.  br.th  within  and  willn.ut,  due  to  the  literal 
imitation  of  classical  imnivcs.  which  brought  rococo  and 
academic  movements  alike  to  an  end. 

'/'.I'/vs  of  hiii!<liiif:s.  (.'bitlcaiix.  Tlie  close  of  the  religious 
wars  once  mcire  made  it  safe  to  live  in  the  country,  and  per- 
mitted a  new  antl  freer  de\-eloiMnenl  of  the  chateau.     From  this 
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time  until  Louis  XIV.  made  constant  residence  at  court  a 
necessity,  the  nobility  built  many  chateaux  which  correspond 
to  the  countless  manor  houses  of  England.  While  some  of 
the  larger  of  these  retained  the  inclosed  court,  the  tendency 
was  to  omit  the  block  on  the  fourth  side  and  to  shorten  the 
firms,  so  that  in  many  of  the  smaller  examples  only  the  main 


block  was  left.  On  the  other  hand  the  main  block  itseif  was 
made  thicker,  with  a  double  file  of  rooms,  so  that  it  was  no 
longer  necessary  to  traverse  pri\-ate  a]  tart  men  ts.  The  main 
staircase,  which  in  Francois  Mansart's  designs  still  occupied 
the  center,  was  inished  to  one  side  in  favor  of  a  monumental 
vestibule.  The  functions  of  rooms  became  increasingly 
specialized.  The  salon  or  reception-room  now  made  its 
appearance,  and  was  accorded  the  place  of  honor  in  the  center, 
facing  the  gardens  From  the  time  of  Le  Vau  it  was  given  an 
elliptical  form,  projecting  so  that  it  commanded  a  view  to  the 
sides  as  well.     The  regime  established  by  Louis  XIV,  affected 
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chateaux  in  two  opposite  ways.  On  one  hand,  at  Versailles, 
it  magnified  the  chateau  into  the  modem  palace.  On  the 
other  hand  it  produced  in  the  neighborhood  of  the  palace  a 
number  of  small  but  elegant  chateaux  serving  as  retreats  for 
recreation  or  privacy,  like  the  casinos  of  the  Italian  villas. 
Marly,  the  Grand  Trianon,  and  the  Petit  Trianon  (Fig.  240) 
are  examples  showing  the  increasing  desire  for  intimacy,  which 
ultimately  resulted  in  the  rustic  hamlet  of  Marie  Antoinette. 

Gardens,  The  gardens  themselves  were  given  a  new  and 
magnificent  treatment.  This  was  inaugurated  by  Andr6  le 
N6tre  at  Vaux  and  developed  by  him  at  Versailles  and  the 
other  royal  residences.  It  involved  a  general  increase  in 
scale,  the  introduction  of  canals,  basins,  cascades,  and  foun- 
tains of  great  size,  and  an  extension  of  the  garden  scheme  over 
all  the  neighboring  countr}^side  by  means  of  a  system  of 
radiating  and  intersecting  allces.  The  reaction  from  splendor 
apparent  in  the  building  of  the  Trianon  had  later  its  expression 
in  the  gardens.  The  informal  or  landscape  garden  of  England 
was  adopted,  as  a  more  fitting  milieu  for  the  playful  phases 
of  court  life. 

Hotels.  The  development  of  Paris  into  a  national  metroi>- 
olis  gave  an  imi)ctus  to  the  development  of  the  city  resi- 
dence or  h6tcl,  which  often  rivaled  a  chateau  in  the  extent 
of  its  court  and  gardens.  The  ambitious  examples,  large  and 
small  alike,  preserved  the  fore-court  and  screen  toward  the 
street,  with  the  living-rooms  in  a  block  facing  the  garden  at 
the  rear.  The  same  internal  changes  in  the  direction  of 
greater  convenience  took  })lace  in  the  hotel  as  in  the  chateau. 
Great  ingenuity  was  exercised  in  making  separate  pro\'ision 
for  all  the  varied  functions  of  the  establishment,  often  on 
limited  and  in'ogiilar  sites.  Stal)les  and  service  quarters  were 
])rovi(U'(l  with  subsidiary  courts  of  their  own,  where  the 
dimensions  at  all  ])cnnittcd.  The  minor  houses  on  narrow  lots 
were  also  given  the  architectural  ex[)ression  in  classic  forms 
which  has  governed  the  asjjcct  of  cities  to  this  day.  Some- 
times whole  ranj^^cs  of  houses  were  treated  uniformly  as  the 
surrounding  walls  of  a  monumental  square;  at  other  times 
there  was  hut  a  single  faq\ade,  usually  of  three  bays.  In 
either  case  the  fa\'orite  division  of  height,  a  basement  story 
with  two  others  above,  corresponding  to  an  order,  was  adopted. 


POST-RENAISSANCE  ARCHITECTURE   435 

As  land  values  rose,  apartment  houses  in  four  and  mote  stories 
were  built,  conforming  to  the  same  architectural  scheme,  but 
with  mezzanines  and  attics. 

Churches.  The  church  in  France  during  the  seventeenth 
and  eighteenth  centuries  was  less  significant  than  either  the 
state  or  society,  yet  a  certain  number  of  notable  religious 
buildings  were  undertaken.  The  parish  chtirches  had  the 
basilican  plan,  as  well  as  the  fagade  in  two  stories  with  consoles 
or  twin  towers,  characteristic  of  contemporary  basilican 
chtu*ches  in  Italy.  The  more  important  churches  of  the  time 
were  those  which  either  had  a  votive  character,  like  the  Val-de- 
Gr^ce  (begun  1645),  or  were  chapels  attached  to  an  institution, 
Hke  the  churches  of  the  Sorbonne  (1635-53),  the  College  des 
Quatre  Nations  (1660-68),  and  the  H6pital  des  Invalides 
(169  2- 1 7  04).  They  were  thus  relatively  free  from  liturgical 
restrictions  and  could  fulfil  their  moniunental  functions 
through  the  adoption  of  a  dome.  All  four  of  these  just 
mentioned  have  the  high  drum  and  external  silhouette  in- 
augurated by  Saint  Peter's.  The  Sorbonne  and  the  Val-de- 
Gr^ce,  both  of  which  have  basilican  naves,  have  two-storied 
facades  like  those  of  the  basilican  churches.  In  the  new 
chapel  of  the  Invalides  this  scheme  was  retained  even  though 
the  church  was  a  composition  of  purely  central  type,  without 
aisles  or  galleries.  Only  at  the  College  des  Quatre  Nations 
was  the  single  order  employed.  The  plans  of  all  these  domed 
churches  offer  interesting  examples  of  the  tendencies  of  post* 
Renaissance  days  toward  the  multij^lying  of  interrelations 
between  the  parts,  rather  than  the  preserving  of  their  indi- 
vidual unity.  At  Versailles  there  were  special  reasons  why 
a  dome  could  not  be  introduced.  The  palace  chapel  had  to 
yield  the  axial  position  to  the  state  bedroom  of  the  king,  and 
thus  could  not  receive  a  development  which  would  injure  too 
much  the  symmetry'  of  the  whole  group.  The  solution  adopted 
by  Mansart,  a  basilican  plan,  with  galleries  treated  as  tall 
colonnades  above  the  low  arcaded  aisles,  was  novel  in  chiu*ch 
design,  yet  quite  in  accordance  with  the  general  formulae  of 
the  period. 

Ensembles.  Planning.  The  design  of  vast  unified  en- 
sembles, which  had  begun  in  French  architecture  with  De 
rOrme,  was  even  more  characteristic  of  the  post-Renaissance 
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period.  The  great  chateaux  like  Versailles  and  the  Louvre 
were  not  the  only  examples.  The  Hopital  des  Invalides  in 
Paris,  which  furnished  accommodation  for  six  thousand  dis- 
abled soldiers,  and  the  Ecole  MiUtaire,  also  on  an  enormous 
scale,  were  symmetrical  compositions  about  a  series  of  courts. 
The  systems  of  subordinated  axes  reached  a  high  degree  of 
organization,  as  in  the  vast  Roman  ensembles.  An  equal 
skill  was  shown  in  the  handling  of  diagonal  axes,  and  in  the 
union  of  elements  in  iiregular  plans  by  means  of  circular  and 
elliptical  features. 

Town  planning.  The  creation  of  squares  surrounded  by 
j)rivate  buildings  of  uniform  design,  begun  by  Henry  IV.,  was 
continued  under  his  successors.  His  Place  Rovale  and  Place 
Dau]>hine  were  both  rectangular  in  plan.  A  project  of  his 
which  was  never  realized,  however — the  Place  de  France — 
involved  a  semicircular  space  at  the  entrance  to  the  city,  with 
avenues  radiiiting  to  every  quarter.  A  similar  conception  was 
embodied  by  Louis  XIV.  in  the  circular  Place  des  Victoires 
(1684-86).  The  Place  Louis  le  Grand  or  Place  Vend6me  was 
a  rectangle  diversified  by  the  cutting  off  of  the  comers  diago- 
nally, and  ornamented  by  engaged  columns  and  pediments  at 
the  axial  i)oints.  The  Place  Louis  XV.,  or  Place  de  la  Con- 
corde, was  conceived,  like  these  last  two,  primarily  as  a  setting 
for  a  monument.  Its  buildings  occupy  only  one  side,  but  with 
their  free  standing  colonnades  like  those  of  the  Ivouvre  they 
have  a  richness  tniai)])roaehed  in  the  other  examples.  In  the 
])rovMncial  touiis  squares  and  quais  were  also  treated  as  unified 
compositions;  at  Nancy  even  a  whole  series  of  squares  was 
brought  into  one  design,  comj^arable  in  extent  and  complexity 
to  the  greatest  of  the  Roman  fora.  Thus  was  expressed  the 
fondness  of  tlie  time  for  order  and  subordination,  as  well  as 
for  tlie  absorption  of  individual  unities  in  a  larger  unity. 

Consiniction.  Exce])t  for  the  i)eriod  of  Henry  IV.,  when 
Dutch  influence  caused  the  a(lo])tion  of  brick  even  in  some 
regions  wliere  stone  was  more  easily  obtainable,  stone  was 
used  almost  exclusively  in  monumental  constructions.  The 
s')ft!K'ss  and  fine  trxtinv  of  tlie  French  limestone  permitted 
('ar\-ing  almost  as  free  and  delicate  as  if  in  marble.  Marble 
itself  was  used  but  seldom,  and  then  only  as  a  precious  adorn- 
ment.  for  instance,  in  the  shafts  whicli  distinguish  the  central 
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blocks  at  Versailles  and  Trianon.  The  ease  of  working  the 
stone,  as  well  as  the  geometrical  skill  of  the  French  builders, 
resulted  in  the  use  of  cut  stone  for  vaulting  to  an  extent  no- 
where else  approached.  The  science  of  stone-cutting  or 
stereotemy  was  thus  developed  to  the  highest  point. 

Details.  The  conception  of  general  unity  in  exterior  treat- 
ment was  not  often  pushed,  as  in  Italy,  to  the  destruction  of 
the  unity  of  single  details  such  as  the  enframements  of  doors 


and  windows.  After  tlic  brief  period  of  baroque  supremacy 
such  details  followed  chi-ssical  or  Palladian  models  with  Init 
little  modification,  and  equaled  them  in  harmony  of  propor- 
tion and  profiling.  The  spirit  of  the  time  appeared,  never- 
theless, in  the  fondness  for  the  use  of  ears  an<l  consoles,  and 
for  the  coupling  and  grouping  of  supports.  It  ajjjx'ared  also 
in  the  frequent  use  of  traiisitional  members.  Thus  in  the 
facade  of  the  Petit  Trianon  (Fig.  240)  a  sulxirdinatc  break 
was  introduced  on  either  side  of  the  main  projecting  portico, 
and  a  similar  though  minute  break  was  made  in  the  architraves 
of  the  side  windows.  The  same  rationalistic  sentiment  which 
found  interrupted  (Kfliments  repugnant  sometimes  demanded 
the  omission  of  the  orders  altogether  where  the  column  would 
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not  fulfil  its  original  function  as  an  isolated  support.  An 
example  is  the  Porte  Saint  Denis  in  Paris  (Fig.  241),  in  which 
the  Roman  scheme  of  triimiphal  arch  was  expurgated  by 
substituting  for  the  columns  large  tapering  panels  decorated 
with  sculptured  trophies.  This  distinctively  national 
tendency,  which  gradually  gained  strength  diuing  the 
eighteenth  centur\%  was  one  which  bore  much  fruit  in  the 
following  period. 

Interiors.  In  interiors  the  unity  of  design  between  wall 
treatment  and  furniture  was  a  novel  and  striking  feature. 
During  the  prevalence  of  the  rococo,  indeed,  interior  unity  was 
carried  to  the  extreme — the  shape  of  the  room,  the  motives  of 
its  paneling  and  the  lines  of  the  furnishings  being  all  based 
on  similar  curv^es,  which  precluded  any  individual  self-suffi- 
ciency in  the  parts  (Fig.  242).  Under  Louis  XV.  and  Louis 
XVL  the  desire  for  intimacy  led  to  a  reduction  in  the  size  and 
height  of  the  rooms,  in  which  elegance  was  sought  rather 
than  splendor. 

England:  baroque  supremacy.  Jacobean  architecture.  The 
first  of  the  post-Renaissance  forms  to  reach  England  were  the 
baroque  cartouches  and  stra]>work  from  Germany,  which,  as 
we  have  seen,  were  lavished  on  buildings  still  fundamentally 
Gothic  in  their  disposition  (Fig.  218).  The  reign  of  James  I. 
(1603-25)  thus  constitutes  a  period  of  baroque  supremacy, 
analogous  to  that  of  Henry  IV.  in  France.  As  in  France,  also, 
this  baroque  predominance  was  brief,  and  was  soon  succeeded 
l)y  a  comi)romise  in  which  academic  elements  predominated. 

Introduction  of  academic  forms.  Inigo  Jones.  The  intro- 
duction of  academic  forms  into  England  was  essentially  the 
work  of  one  man,  Inigo  Jones  (i 573-1652).  His  architectural 
career  began  after  a  journey  to  Italy  in  16 13  and  16 14  in  which 
lie  visited  Rome  and  Vicenza,  studied  the  writings  of  Palladio 
and  otliers,  and  became  acquainted  with  Madema  and  the 
()t}]er  foremost  contemporary  architects  of  Rome.  He  was 
thus  sul)ieeted  both  to  the  academic  influence  and  to  the 
baroque,  and  both  affected  his  work.  The  resulting  com- 
])r()inise,  however,  was  not,  as  in  France,  one  based  on  the 
fonns  ah'eady  in  use  in  the  country,  but  one  based  directly  on 
the  fonns  current  in  Italy.  Thus  England  was  endowed,  as 
early  as  1620,  with  Imildings  more  advanced  in  point  of  style 
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than  those  of  any  other  country  than  Italy  itself.  The  most 
noted  of  Jones's  designs  was  for  the  palace  at  Whitehall  {161  g), 
a  vast  composition  resembling  De  I'Orme's  for  the  Tuileries. 
The  only  portion  executed,  the  Banqueting  Hall  (Fig.  243), 
had  a  characteristic  Palladian  facade  with  orders  in  two  stories, 
a  flat  balustraded  roof  and  an  entablature  broken  about  the 


FIG.  243 — LONDON.      THE   BANQtIETtNG   HALL,    WHITEHALL 

supports,  Jones's  free-standing  Tuscan  portico  of  Saint 
Paul's,  Covent  Garden,  his  "Queen's  House"  at  Greenwich, 
as  well  as  his  gigantic  portico  for  the  old  Cathedral  of  Saint 
Paul,  rq>re,scnt  his  academic  side.  His  design  for  Kin^ 
Charles's  block  at  Cjrecnwich  HosjMtal,  however,  closely  follows 
Maderna's  fa^-ade  (if  Saint  Peter's,  and  the  gate  at  York  Stairs, 
with  other  minor  works  and  interior  designs,  shows  pronounced 
baroque  characteristics. 

Sir  Christopher  Wren.  Until  after  the  Civil  Wars  Jones's 
work  remained  almost  isolated.  With  the  Restoration, 
however,  began  the  activity.of  Christopher  Wren  (1632-1723}, 
a  distinguished  mathematician,  whose  chief  training  in  archi- 
tecture was  derived  from  books  and  from  a  visit  to  Paris  in 
1665,  the  very  \-ear  of  Bernini's  triumphant  reception  there. 
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It  was  natural  that  in  him,  as  in  Inigo  Jones,  academic  and 
baroque  influence  should  mintjle.  the  baroque  element  beiuR 
even  stronger  than  in  his  predecessor.  In  certain  designs,  to 
be  sure,  such  as  the  Library  of  Trinity  College,  Cambridge, 
with  its  reminiscence  of  the  Library  of  Saint  Mark,  he  re- 
mained strictly  academic;  and  in  the  Monument  in  London, 
commemorating  the  great  fire  of  1666,  he  anticipated  later 
classical  movements;  by  an  imitation  of  the  column  of  Trajan. 


In  his  towers  and  spires,  howe^-cr,  in  his  fondness  for  the 
combination  of  brick  and  stone,  and  above  all  in  the  luxuriant 
detail  of  his  intL'riurs.  he  shows  the  influence  of  contemporary 
Italy  and  the  Lfiw  Countries. 

Saint  Paul's.  Wren's  most  important  commission  was  the 
rebuilding  of  Saint  Paul's,  ifj6S-i7io.  His  first  design  for  it 
was  a  gn'at  wtagdnal  domed  diureh  with  an  encircling  aisle, 
like  Santa  Maria  della  Salute  in  Venice,  but  with  even  greater 
multi|)!ieily  of  connections  inul  variety  of  spatial  effect.  This 
proveil  too  radie.-il  for  the  clerjiy.  ;ts  Bramante's  and  Michel- 
angelo's central  seliemes  fnr  Saint  Peters  had  proved,  and  a 
longilu.liiKil  sehenie  hail  to  be  substituted  (Fig.  244).  The 
dnmc,  hriwever,  i-ein:nneil  a  doniiTiant  feature,  including  the 
whc.le  width  of  l"ilh  nave  and  aisles  ;is  in  the  cathedral  of 
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their  eflect  solely  on  abstract  c()mi)osition  and  proportion. 
Thus  England  anticipated  by  a  generation  or  more  the  victory 
of  academism  and  the  advent  of  classicism  in  other  countries, 
and  was  in  a  position  to  exercise  on  them  a  powerful  return 
influence. 

Domestic  architecture.  The  great  houses.  The  post-Renais- 
sance period  after  the  Restoration  was  the  heyday  of  the 
English  landed  aristocracy,  and  it  was  natural  that  the 
characteristic  tyjxi  of  the  j^eriod  should  have  been  the  great 
countr)'  house.  The  royal  palaces  scarcely  surpassed  many 
other  seats  in  size  and  splendor  and  may  well  be  considered 
with  them.  In  the  development  considerations  of  form  took 
first  place,  and  the  interior  was  arranged  as  well  as  possible 
without  disturbing  the  fa(;ades.  The  first  building  of  the  new 
order  was  the  Queen's  House  at  Greenwich,  designed  in  1617. 
It  was  a  solid  rectangular  block,  with  a  central  colonnaded 
loggia  over  a  high  basement,  and  with  a  flat  roof  and  balus- 
trade— a  revolutionary  contrast  to  the  typical  Jacobean  house, 
its  tall  wings,  bays,  and  gables.  In  his  designs  for  Whitehall, 
Jones  employed  su]3er]>ose(l  orders;  in  those  for  the  later 
buildings  at  Greenwich,  a  colossal  order  and  attic.  In  Somer- 
set House,  as  executed,  he  ado])ted  pilasters  running  through 
two  stories,  over  an  arcaded  basement.  The  plans  made 
certain  advances  in  the  direction  of  convenience  and  privacy — 
the  flics  of  rooms  were  doubled  in  many  of  the  blocks,  and 
corridors  were  often  added.  Palladio's  scheme  of  dependencies 
on  eitlier  side  of  the  fore-court,  connected  with  the  house  by 
colonnades,  was  also  ad()i)ted.  Of  the  Italian  formulae  for 
fac^ades  introduced  l)y  Jones,  the  favorite  was  the  one  which 
had  the  added  ])restige  of  its  adoption  in  the  Louvre — the  tall 
order  o\'er  a  basement  story.  This  was  used  by  Wren  at 
Hanij)ton  Court  (1689-1700),  and  was  reverted  to  (after 
Vanbrugh's  ])reference  for  tlic  colossal  order)  by  the  later 
Pallndians.  In  the  larger  houses  of  Vanbrugh,  there  was  a 
modifu^ation  of  the  block-like  mass  of  the  main  house  by  wings 
])rovi(ling  long  suites  of  state  apartments  toward  the  gardens, 
on  the  model  of  those  at  Versailles.  At  Blenheim,  indeed, 
tliese  wings  were  also  turned  forward  along  the  sides  of  the 
house;  and  the  kitchens  and  stables  were  pushed  still  farther 
forward,    and  grouped   about   independent   courts  on  either 
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side  of  a  second  fore-court  like  the  Cour  Royale  at  Versailles. 
Unlike  Versailles,  however,  Vanbrugh's  houses  had  an  emphasis 
on  the  central  and  terminal  masses  which  makes  them  much 
more  lively  in  silhouette  (Fig.  246).  With  the  return  to 
Palladianism  came  the  adoi>tion  of  the  great  free-standing 
pcdimented  portico,  often  of  six  Corinthian  columns,  as  at 


Prior  Park  near  Bath,  built  in  1734  (Fig.  247).  In  other 
Palladian  houses  the  arrangement  was  still  more  schematic — 
even  sjTnmetrical  on  both  axes— sometimes  with  four  outlying 
blocks,  as  at  Holkham.  The  service  quarters  were  now 
provided  for  in  the  basement  story,  less  frankly  confessed  but 
more  convenient  in  their  relation  to  the  living-rooms. 

Smaller  houses.  Besides  the  multitude  of  great  houses  with 
their  weight  of  academic  apparatus,  there  was  an  even  greater 
number  of  unpretentious  houses  in  many  of  which  no  orders 
at  all  were  used.     Even  those  attributed  to  Jones  and  Wren  are 
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merely  straightforward  compositions  of  wall  and  openings — 
of  stone,  of  brick,  or  of  brick  and  stone— sometimes  with 
classical  architraves,  but  sometimes  without  even  these. 
Leaded  and  mullioncd  windows  were  abandoned  for  painted 
wooden  sashes,  and  cUissical  detail  was  restricted  to  the 
pilastered  doonvay  and  main  cornice.  In  the  simpler  examples 
there  miRht  even  Ijc  nothing  specifically  classical  except  the 
general  regularity  and  sj-mmetry,  as,  for  .instance,  in  Clifford 
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rh;unlK?rs  [Pit;.  24S).  wIuto  the  "vernacular"  style  is  seen  in 
a  tv])icallv  cuHi\':itfil  and  luxtirianl  natural  setting. 

(iiirtlciix.  'Die  <.;nliiT  gardens  of  the  period  in  England  were 
under  foreign  inllueinc — sucrtssivcly  ItaHan.  with  terraces, 
statues,  and  fountains;  Dutch,  with  yews  chpiwd  in  fantastic 
sha]>cs;  and  French,  with  llie  long  allecs  and  canals  of  Le 
Notre.  Ill  the  early  yeart;  of  the  eigliLccnth  century,  under 
the  leailcrsliip  of  writers  like  Shaftesbury,  Addison,  and  Pope. 
iK'gan  the  moiiern  aiiiireciati'm  of  natural  landscape,  and  in 
its  wake  came  the  creation  of  (he  informal  landscape  garden — 
a  new  type,  specifically  English.  The  great  formal  gardens 
were  gradually  remodeled  until  the  houses  stood  immediately 
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in  naturalesque  grounds,  where  every  stratagem  was  employed 
to  create  pleasing  vistas  and  a  constant  variety  of  character. 
A  multitude  of  minor  decorative  structures,  among  which 
playful  reproductions  of  classical  temples  began  to  appear, 
served  still  further  to  diversify  and  enliven  the  grounds. 

Parish  churches.  Church  building  was  uncommon  in  Eng- 
land during  the  post-Renaissance  period,  except  in  London. 
There  the  vast  growth  of  the  city  and  the  havoc  wrought  by 
the  great  fire  of  1666  made  many  new  structures  necessary. 
They  presented  a  problem,  which  even  the  established  church 
in  England  shared  with  the  Protestants  of  France  and  Ger- 
many: to  build  in  Renaissance  forms  a  church  primarily 
adapted  for  preaching.  In  the  first  example,  the  church  of 
Saint  Paul's,  Covent  Garden  (163 1),  Jones  came  nearer  the 
Palladian  ideal  of  a  reproduction  of  the  classic  temple  than 
had  Palladio  himself.  It  proved  an  isolated  exotic.  Wren 
solved  the  problem  by  the  adoption  of  broad  and  compact 
plans,  little  encumbered  by  colimms,  yet  of  the  greatest 
variety  and  ingenuity  of  forms.  A  basilican  arrangement 
with  a  barrel-vaulted  nave,  as  in  Saint  Bride's,  is  not  un- 
common in  them,  and  a  dome  supported  on  columns  and 
diagonal  arches  is  occasionally  found,  as  at  Saint  Stephen's, 
Walbrook.  Galleries  were  frequently  added  to  increase  the 
seating  capacity.  On  the  exterior  Wren  usually  retained  the 
bell  tower  and  subordinated  the  architectural  treatment  of  the 
rest  of  the  church  to  the  rich  development  of  its  upper  portion. 
He  sought  to  retain  the  expressive  effect  of  the  Gothic  spire  by 
facile  combinations  of  classical  elements  in  decreasing  stages. 
The  first  and  most  influential  of  these  steeples  was  that  of 
Saint  Mary-le-Bow  (Fig.  249),  which  has  the  transition  from 
the  square  belfry  stage  masked  by  angle  finials,  and  the  further 
reduction  in  diameter  accomplished  by  a  range  of  consoles. 
The  later  development  of  the  type  took  place  through  the 
elimination  of  Gothic  or  baroque  elements  in  the  steeple  and 
through  the  addition  of  a  portico  and  other  classical  members 
to  the  body  of  the  edifice.  All  these  changes  best  appear  in 
the  churches  of  James  Gibbs,  whose  church  of  Saint  Mary-le- 
Strand  has  a  treatment  of  the  exterior  by  superposed  orders 
based  on  that  of  Saint  Paul's.  His  design  for  Saint  Martin- 
in-the-Fields*  has  a  hexastyle  'Corinthian  portico  and  a  steeple 
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in  which  the  transition  from  square  to  octagonal  is  even  more 
subtly  accomplished  than  in  those  of  Wren.  It  became  the 
prototype  of  many  others. 

Town  planning.  The  unified  planning  of  many  buildings, 
so  characteristic  of  the  period,  began  in  England  with  Inigo 
Jones's  design  for  Covent  Garden — a  square  surrounded  by 
open  arcades,  which  are  treated  as  the  basement  for  pilasters 
running  through  two  stories  above.  For  the  rebuilding  of 
London  after  the  great  fire  of  1666,  Wren  prepared  a  plan 
based  on  the  radiating  principle  already  adopted  in  France, 
but  the  multitude  of  private  interests  affected  prevented  its 
execution.  Unified  streets  and  squares,  however,  continued 
to  be  built  by  the  great  landed  proprietors,  whose  system  of 
ground  rent  favored  this  method.  The  ultimate  scope  of 
such  enterprises  is  best  seen  outside  of  London,  at  Bath,  w^here 
the  architect  John  Wood  created  not  only  squares,  but  also 
*' circuses'*  and  *' crescents"  with  coherent  academic  facades 
treated  with  pilasters  or  su]3eri)osed  coliunns. 

Details.  The  period  of  compromise  between  academic  and 
baroque  tendencies  in  England  was  generally  marked  by  strict 
following  of  the  forms  and  pro]jortions  of  the  orders  themselves, 
but  by  considerable  license  in  the  other  details,  especially  in 
interiors.  Thus,  although  twisted  columns,  for  example, 
appear  in  but  few  instances  (as  in  the  porch  of  Saint  Mary's 
Church,  Oxford,  attributed  to  Inigo  Jones),  broken  and  scroll 
pediments,  architraves  with  rusticated  key-blocks,  and  free 
combinations  of  consoles  often  occur.  In  the  interiors  bv 
Wren,  such  features  are  combined  with  the  most  lavish  and 
exuberant  car\'ing,  the  work  of  Grinling  Gibbons,  a  spiritual 
descendant  of  Bernini  and  the  Italian  decorators.  In  all  this 
work  ap])ears  the  characteristic  i)ost-Renaissance  feeling  for 
interdependence,  transition,  and  fusion  of  the  parts  in  an 
indissoluble  whole.  With  tlie  Palladian  movement  in  the 
eighteenth  century,  however,  came  a  tendency  to  abandon 
tliis  mode  of  com]3osition,  even  to  expurgate  the  works  of 
Palladio  Iiimself,  wlio  had  followed  it  so  far  as  academic  forms 
pennitted.  Thus  the  use  of  ])avilions,  the  breaking  of  cornices 
at  engaged  colimms,  the  use  of  ears  and  consoles,  and  of  string- 
courses interrupted  by  pilasters  was  gradually  abandoned. 
Unbroken   cornices   and    self-sufficient    doors    and  windows 
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teink'd  to  rulu  in  huildint^s  thcinsdves  standing  proudly  self- 
siiflicicnl,  with  little  transition  to  their  env-irnnment. 
Academism  thus  here  first  gave  place  to  the  new  classicipm 
which  was  destined  to  succeed  it. 

(icnuaiiy.  Baroque  architecliire:  c.  ijSo-ijjo.  In  Ger- 
inan\-,  after  the  introduction  of  baroque  forms  from  Italy, 
about  1580, the 
baroque  s])irit  main- 
tained a  complete 
ascendancy.  At 
first  it  was  the  in- 
fluence of  Alessi  and 
of  north  Italy  which 
dominated,  and 
which,  united  with 
survivals  of  medi- 
evalism, produced 
such  characteristi- 
cally German  build- 
ings as  the  Fried- 
richsbau  at  Heidel- 
berg (1601-07),  ^"fi 
the  Rathaus  at 
Augsburg  (i6u- 
20).  The  Thirtv 
Years'  War  (1618- 
48)  with  its  unpar- 
alleled devastation, 
however,  brought 
all  building  in  Ger- 
[■■iG.  250— DRESDEN.  cENTR.iL  PAVILION  OF  many  to  a  stand- 
THE  zwcM.KR  ^jjU^  ^^j  dcstrovcd 

architectural  tradi- 
tiiin  itself.  Meanwhile,  in  the  south,  the  Catholic  princes 
li;id  sinnmnncd  to  their  aid  the  Jesuits  of  Italy,  bring- 
in;.;  wiili  tlu'TH  Iiali:i(i  aR-liiiecl-^  and  their  maturer  baroque. 
Thus  in  ]')ofi  Vinriiixn  SraimiKzi,  a  disciple  of  Palladio, 
pri.|i:ii-i'd  a  iil:in  U'V  llu-  eallieilral  of  Salzburg,  which  was 
i-\riuti.d  ill  i()i4  ,u.  with  fi^nns  reminiscent  of  II  Gesu  in 
Riinie.     lUilidii    ;in.liiiecis   built   at    Prague   the   Waldslein 
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Palace  (1623-29)  with  its  great  K'lrfien  loggia  of  arches  on 
coupled  columns;  and  later,  in  Munich,  the  Theatine  Church 
(1663-75)  with  its  two-story  fa9ade,  its  tall  dome  and  Western 
towers  with  multiplied  consoles.  An  independent  German 
version  of  the  baroque  did  not  flourish  until  after  1700,  when 
a  group  of  masters  arose 
who  showed  a  facility  in 
this  medium  of  expression 
scarcely  equaled  even  in 
Italy.  Andreas  Schl liter 
imbued  the  royal  palace  in 
Berlin  with  the  exuberant 
decorative  spirit  of  his 
sculptures,  Matthaus  P6[> 
pelmann  attained  in  the 
Zwinger  at  Dresden  ([711- 
22)  the  ultimate  fusion  of 
all  the  elements  through  the 
incompleteness  and  mutual 
dependence  of  evcr>'  one 
(Fig.  250).  Gcorg  Bahr 
brought  to  a  brilliant  culmi- 
nation the  development  of 
the  Protestant  auditorium- 
church  by  his  Frauenkirche 
at  Dresden  (Fig.  251),  with 
its  rotunda  and  storied  in- 
terior galleries,  its  unique 
and    successful    transition 

from   mass  to  dome.      In      ^.^^.   2',i'-uitz^ui-H     inALENkiKCHK 
Vienna,  Johann  Fischer  von 
Eriach,  thepioneer  historian 

of  architecture,  showed  a  more  eclectic  spirit — as  in  the  employ- 
ment of  a  cla.ssical  portico,  and  of  imitations  of  the  column  of 
Trajan,  as  elements  in  hts  church  of  San  Carlo  Borromeo — 
but  in  general  baroque  conceptions  dominate  wholly. 

Rococo.  French  influence:  c.  lyjo-yo.  From  about  1730, 
this  native  growth  was  submerged,  thanks  to  the  overpower- 
ing prestige  of  France,  by  an  influx  of  French  architects  and 
French  influenc-e.     These  men  were  adepts  in  the  free  rococo 
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decorations  of  Louis  XV.  and,  unlike  their  fellow  extremists 
who  remained  in  France,  were  not  restrained  by  academic 
tradition  from  carrying  over  their  curvilinear  style  to  exteriors. 
On  the  contrary  the  prevailing  native  baroque  encouraged 
them  to  indulj^e  their  tendencies  in  graceful  chateaux  like  the 
Amalienburg  by  Frangois  de  Cuvillies,  which  have  no  counter- 
part outside  of  (lermany. 

Rise  of  academism.  ILnf^lish  influence.  Frederick  the 
Great  (1740-86)  turned  not  only  to  France  but  to  England, 
which  in  the  later  eighteenth  century  began  to  set  the  mode 
even  for  France  itself.  The  Royal  Opera  House  in  Berlin 
(1743)  has  a  ixidimented  Corinthian  portico  of  six  columns, 
severe  classical  niches,  and  almost  C()mi)lete  absence  of 
sculpture.  The  final  ^'icl<)ry  of  this  academic  tendency, 
presaging  that  of  classicism  itself,  api)ears  in  the  decorative 
towers  of  the  Gendannenmarkt  in  Berlin  {I'j'^off.)  by  Karl  von 
Gontard,  in  which  are  mingled  reminiscences  of  the  tall  domes 
of  Wren  and  Soufllot. 

PERIODS  OF   FOST-RENAISSANCE  ARCHITECTURE 

IT.ALY 

I.       Establislinient  of  academic  and  barociuc  tendencies,  c.  1 540-80. 
Michclanj^clo  linonarroti.   1475    1564. 

Studies  for  the  farade  of  San  Lorenzo  at  Florence,  1514  J/". 

\cw  Sacristy  of  San  Lorenzo  (Medici  Chapel),   1521-34. 

Lavirentian  Library  at  Florence.  1524-71. 

Saint  Peter's  at  Ronie,  1546  64. 

Palaces  and  scpiarc  of  the  Cai)itol  at  Rome,  1546^. 

Sanca  Maria  dci^li  Ani^'cli  at  Rome,   1559. 

Porta  Pia  at  Rome,  1550. 
Andrea   Palladio,    151S-80. 

Basilica  at  Viccnza,  1540. 

Palazzo  Valmarana  at  X'icenza,  be^nn   1556. 

San  Crior^io  Ma;:^i;iore  at  Venice,   1565. 

II  Redcntore  at  \'enice,  1577. 

Villa  Ahncri.i^^o  (Villa  Rotonda)  near  Viccnza,  1570-89. 

Teatro  Olimpico  at  Viccnza,  1580-84. 
(jiaiomo  Barozzi  da  Vii^niola,   1507-73.  * 

Palace  at  CajM'arola,  1547. 

Villa  di  Pai)a  Cjiulio  at  Rome,  1550. 
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Sant'  Andrea  at  Rome,  1550. 

Villa  Lantc  near  Viterlx),  begun  1566. 

II  Gcsu  at  Rome,  1568. 
Giorj2;io  Vasari,  151 1-74. 

Court  of  the  Uffizi  in  Florence,  1560-80. 
(jaleazzo  Alessi,  1512-72. 

Palazzo  Sauli  at  Genoa,  c.  1550. 

Santa  Maria  di  Carignano  at  Genoa,  Ixigun  c.  1552. 

Palazzo  Marino  at  Milan,  1568. 
Bartolomeo  Ammanati,  151 1-92. 

Ponte  Santa  Trinita  at  Florence,  1567-70. 

II.  Baroque  supremacy,  c.  1580- 1730. 

Giacomo  della  Porta,  1 541-1604. 

Design  for  facade  of  II  Gcsu  at  Rome,  c.  1573. 
Domenico  Fontana,  1 543-1607. 

Acqua  Paolina,  1585  -go. 
Carlo  Maderna,  1556-163Q. 

Fa(,*ade  of  Saint  Peter's  at  Rome,  1606-26. 
Giovanni  Lorenzo  Bernini,  i5g8-i68o. 

Baldachino  of  Saint  Peter's  at  Rome,  1624-33. 

Colonnades  of  Saint  Peter's,  1656-63. 

Scala  Regia  in  the  Vatican,  1663-66. 

Palazzo  Ludovisi  (Montecitorio),  1642-1700. 
Francesco  Borromini,  15QQ-1667. 

Remodeling  of  Palazzo  Spada  at  Rome,  1632. 

San  Carlo  alle  Quattro  Fontane,  1640. 

Sant'  Agnese  at  Rome,  1C45  -50. 
Guarino  Guarini,  1624  S3. 

Palazzo  Carignano  at  Turin,  16S0. 
Baldassare  I^onghena,   1604-82. 

Santa  Maria  dclla  Salute.  1631-82. 

III.  Compromise,  c.  1730-80. 

Filii)po  Juvara,  1685-1735. 

The  Supcrga  near  Turin,  1706-20. 

Palazzo  Madama  at  Turin,  17 18. 
Alcssandro  Galilei  (1601-173 7). 

Fa(;ade  the  Church  of  the  Lateran,  1734. 
Luigi  Vanvitclli,  1700-73. 

Palace  at  Caserta,  1752  _/. 

SPAIN 

I.      Academic  architecture,  c.  1570-1610. 
Juan  de  Herrera,  c.  1530-97. 
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The  Escurial,  1563-81. 
Cathedral  in  Valladolid,  1585  Jf. 
Exchange  in  Seville,  1584-98. 

II.  Baroque  supremacy,  c.  1610-1750. 

Juah  Gomez  de  Mora,  d.  1647. 

Jesuit  college  and  church  in  Salamanca,  16 14  (-1750). 
Jose  Churriguera,  1650-1723. 

Catafalque  for  Queen  Maria  Luisa,   1689. 

Town  Hall  of  Salamanca. 
Pedro  Ribera. 

Fa(,\'ide  of  the  Hospicio  Provincial  in  Madrid,  1772  (-1799). 
Ventura  Rodriquez,  1717-S5. 

San  Marcos  in  Madrid,  1740-53. 

San  Francisco  el  Grande  in  Madrid,  1761. 

III.  Reaction,  c.  1730. 

Filipi)o  Juvara  and  Giovanni  Battista  Sacchetti,  d.  1766. 

Royal  Palace  at  La  Granja,  1721-23. 

Royal  Palace  at  Madrid,  1734^. 
Pedro  Caro,  d.  1732. 

Palace  at  Aranjuez,  1727  (-78). 

FRANC K 

I.  Barocjue  supremacy,  c.  1500-1635. 

Henry  IV.,  1589-1 601. 

Elicnnc  du  Pcrac,  c.  1 540-1601. 

Palace  and  Gardens  at  Saint  Gennain,  1594. 
Claude  Chastillon,   1 547-1616. 

Place  Royale  at  Paris,  1604. 
Louis  XIII.,  1610-43. 

Salomon  de  Brossc,  b.  between  1552  and  1562,  d.  1626. 

Luxembourg  Palace,  1616-20. 

Facade  for  Saint  Gervais  in  Paris,  1616-21. 
Ja(H[ucs  Lemercier,   i5''^5-i^>54. 

Enlargement  of  the  Court  of  the  louvre,  1624-30. 

Chateau  de  Ric^lielieu,  1627-37. 

Church  of  the  Sorbonne,  1635-53. 

II.  Compromise,  c.  1635-1745. 

Stric^tcT  ])]iase,  c.  1O35-1715. 

Francois  Mansart,  1508-1666. 

Wing  of  Gaston  d'Orleans  at  Blois,  1635-40. 
(^liateau  c)f  Mai^ons  near  Paris,   1642-51. 
rhurch  of  the  \'al-de-Grace  in  Paris,  lx;gun  1645. 
Louis  XIV.,  1643   1 71 5. 
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Louis  le  Vau,  1612-70. 

Chateau  of  Vaux-le-Vicomtc,  c.  1656-60. 

College  dCvS  Quatre  Nations  at  Ptiris,  1660-68. 

Continuation  of  the  Louvre,  1664-70. 

Remodeling  of  Versailles  (Cour  de  Marbre),  1665-70. 
Claude  Perrault,  1613-88. 

Colonnade  of  the  Louvre,  1665. 
Jules  Hardouin  Mansart,  1646- 1708. 

Second    remodeling   of    Versailles,    1678-88;     chapel, 
1699-1710. 

Dome  of  the  Invalides  at  Paris,  1 692-1 704. 
Francois  Blondel,  1618-86. 

Porte  Saint  Denis  at  Paris,  1672. 
Freer  phase,  rococo,  c.  1715-45. 
Louis  XV.,  1715-74. 
J.  Auljert,  d.  1741. 

Stables  at  Chantilly,  1719-35. 

Hotel  Biron  at  Paris,  1728. 
Girardini,  dates  uncertain. 

Palais  Bourbon  at  Paris,  1722. 
Germain  BofFrand,  166 7- 1754. 

Hotel  d'Amelot  at  Paris. 
Emmanuel  Hire  de  Corny,  1705-63. 

New  quarter  at  Nancy,  1750-57. 
HL  Academic  victory,  1745-80. 
Louis  XVL,  1774-92. 
Jean  Nicholas  Servadony,  b.  1695  or  1696,  d.  1766. 

Fa(;ade  of  Saint  Sulpice  in  Paris,  1732-45. 
Jacfiues  Germain  vSoufflot,  1709-80. 

Fa(;ade  of  the  Hotel  Dicu  at  Lyons,  1737. 

Saint  Genevieve  (the  Pantheon)  at  Paris,  1757-90  (see 
Chapter  XH). 
Jacques  Anges  Ga])riel,  1698-82. 

Ecole  MiUtaire  in  Paris,  1652  /T. 

Palace  at  Compicgne,  1652-72. 

Theater,  etc.,  at  Versailles,  1753-70. 

Petit  Trianon,  1762-68. 

Palaces  of  the  Place  de  la  Concorde  in  Paris,  1762-70. 
Jacques  Denis  Antoine,  1733-1801. 

The  Mint  in  Paris,  1771-75. 

ENGLAND 

L      Baroque  supremacy,  c.  1600-20. 

(See  English  Renaissance  architecture,  under  James  L) 
16 
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II.  Compromise,  c.  1620-17 20. 

Inigo  Jones,  1 573-1652. 

Queen's  House  in  Greenwich,  1617-35. 

Whitehall  Palace  in  London,  1619-22. 

Square  and  church  of  Saint  Paul,  Covent  Garden,  1631. 

Portico  of  old  Saint  Paul's  Cathedral  in  London,  1633  JJ, 

Kinj^  Charles's  Block  at  Greenwich,  1637. 

Somerset  House  in  London,  1636-38. 

Wilton  House,  1647. 
Sir  Christoi)her  Wren,   163 2-1 7 23. 

Sheldonian  Theater  at  Oxford,  1663-68. 

Plan  for  the  rebuilding  of  London,  1666. 

Saint  Paul's  Cathedral  in  London,  1668-17 10. 

The  Monument  in  London,  167 1. 

Temple  Bar  in  London,  1671. 

City  churches  in  London,  1670-1711. 
Saint  Stephen's.  Walbrook,  1672-79. 
Saint  Mary-lc-Bow,  i6<So. 
Saint  Bride's,  1680-1702. 

BuildinJ^^s  at  C^ircenwich,   1676-1 7 16. 

Library  of  Trinity  College,  Cambridge,  1678. 

Hampton  Court,  16S0-1703. 
William  Talman, //.  1670-1700. 

Chatsworth,  16S1. 
Sir  John  Vanbrugh,  1666-1726. 

Castle  Howard,  1702    14. 

Blenheim  Palace,  1705-24. 
XichoL'LS  Hawksnioor,  16O1    1736. 

Clarendon  Press  at  Oxford  (with  Vanbrugh),  c.  1710. 

III.  Acadenii(^  suj)rcmacy,  c.  1720-70. 

Richard  Boyle,  Earl  of  Burlington,  1605-1753. 

General  Wade's  house  in  Bath,  1723. 

\'illa  at  Chiswick,  i7  2(). 

Assembly  rooms  at  York,  1730-36. 
Colin  (\'\mj)bcll,  c.  I72(). 

Burlington  House  in  London,  17 17. 

Wanstead,    1720. 

Mcrcworth  Castle,  1723. 
James  Gibbs.  162S-1754. 

Saint   Martin-in-thc-Fields'  in  London,  1721-26. 

RadvlitTe  Library  at  Oxford,  1737-47. 
William  Kent,  1 684-1 748. 

Holkham,   1734. 

Hon^e  Guards  in  London,  begun  1742. 
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John  Wood,  c.  1704-54. 

Prior  Park  near  Bath,  1734. 

The  Circus  at  Bath,  1754  Jf. 
Georj^c  Dance  the  elder,  16Q8-1768. 

Mansion  House  in  London,  1739-53. 
James  Paine,  1725-80. 

Worksop  Manor  House,  1763. 
Sir  William  Chambers,  1726-06. 

Rebuildinjjj  of  Somerset  House  in  London,  1776-90. 

GERMANY 

I.  Baroque  architecture,  c.  1 580-1730. 

Michaelskirche  in  Munich,  1583-07. 

Friedrichshau  at  Heidelberg,  1601-07. 
Elias  Holl,  1573-1646. 

Rathaus  in  Augsburg,  1614-20. 
Vincenzo  Scamozzi. 

Design    for   tlie   Cathedral   of   Salzburg,    1606,   executed 
1614-34. 
Antonio  and  Pietro  Spezza. 

Loggia  of  the  Waldstein  Palace  at  Prague,  1629. 
Enrico  Zuccali,  1643- 17  24. 

Theatine  C^hurch  in  Munich,  1663-75. 
Andreas  Sclilutcr,  162  2-1 7 14. 

Royal  Palace  in  Berlin,  1600  Jf. 
Johann  Bernard   Fischer  von  Erlach,  1650-1723, 

Palace  of  Prince  Eugene  at  Vienna,   1703. 

Church  of  San  Cark)  Borromeo  in  Vienna,  1716-37. 
Matthaus  Daniel  P6pi)elniann,  1662-1736. 

Zwingcr  in  Dresden,   17 11-22. 
Georg  Biihr,  1666-1738. 

Frauenkirche  in  Dresden,  1726-40. 
Balthasar  Neumann,  1687- 1753. 

Schloss  Bruchsal,  1722-43  (partly  rococo). 

II.  Rococo,  c.  1730-70. 

Fran^^ois  de  Cuvillics  the  elder,  1698-1768. 

Amalienburg  near  Munich,   1734-30. 
Pierre  de  la  (nu'i)icre. 

Schloss  Monrepos  near  Ludwigsburg,  1760-67. 

Schloss  Solitude  near  Stuttgart,  1763-67. 
Georg  von  KnobclsdortT,   1600-17  53. 

Neues  Schloss  at  Charlottenburg,   1740-42. 

Sanssouci,  begun  1745. 
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III.  Rise  of  academism,  c.  1740-80. 

Georg  von  KnobelsdorlT,  1 600-1 7  53. 

Royal  Opera  House  at  Berlin,  1743. 
Karl  von  Gontard,  1 738-1802. 

Communs  at  Potsdam,  1765-69. 

Towers  in  the  Gendarmenmarkt  in  Berlin,  1780. 


BIBLIOGRAPHICAL  NOTE 

General  works  covering  the  period  are  G.  Ebe's  Die  Spdt-Rcnais- 
sajtcc,  2  vols.,  1886;  C.  Gurlitt's  Gcschichtc  des  Barockstiles,  des  Rococo 
uftd  des  Kiassizismiis  {Gcschichtc  dcr  ncucrcn  Baukunst),  3  vols., 
1887-89,  of  which  the  individual  volumes  are  livSted  below,  and 
P.  Frankl's  Die  Entwicklufigsphasen  dcr  ncucrcn  Battkunst,  1914. 
Further  illustrations  are  provided  by  R.  Dohme  s  Barock-  und  Rococo- 
Architcktiir,  3  vols.,  1802.  Books  dealing  with  but  one  of  the  com- 
plementary tendencies  of  the  times  are  P.  Klopfer^s  Von  Palladio  bis 
Schinkcl:  cine  Charakicristik  dcr  Baiikunst  des  Klassizismus  {Gcschichtc 
dcr  ncucrcn  Baukunst),  1911,  and  M.  S.  Briggs's  Baroque  Architecture, 
1014.  Discussions  of  the  relation  of  the  tendencies  are  H.  Wolfflin's 
Renaissance  und  Barock,  1888,  2d  ed.,  1907;  A.  Schmarzow's 
Barock  und  Rokoko,  1897,  and  K.  Escher's  Barock  und  Klassizismus y 
1910. 

Italy.  Gurlitt's  voliune,  Gcschichtc  des  Barockstiles  in  Itaiicnj 
18S7,  is  still  the  principal  historical  account,  which  may  be  supple- 
mented by  the  Italian  sections  of  the  other  general  works,  and  by  the 
photographs  reproduced  in  C.  Ricci's  Baroque  Architecture  and  Sculpt- 
ure in  Italy,  i()i2.  Specially  concerned  with  Rome  are  A.  Riegl's 
Die  Eutstchung  dcr  Barockkunst  in  Rom,  1008,  and  Escher's  Barock 
und  Klassizismus.  For  the  villas  and  gardens  see  M.  L.  Gothein's 
Gcschichtc  dcr  Gartcnkunst,  2  vols.,  1914,  Chapter  VII;  H.  I.  Triggs's 
The  Art  of  Garden  Disign  in  Italy,  i()o6,  and  G.  Loweirs  Smaller 
Italian  ]'iil(is  and  Farmhouses,  10 16. 

Frame.  The  worlv  of  Ward  on  Renaissance  architecture  and  (to 
a  less  dcj^rcc)  the  works  of  Geymullcr  and  Blomfield  tx)ver  the  post- 
Rctiaissance  i)crio(l  as  well.  Two  works  by  H.  Lemonnier,  Uart 
fra)ii;dis  au  temps  de  Richelieu  et  de  Mazarin,  1893,  and  Uart  fran^ais 
lu  temps  de  Louis  XIV.,  ion,  include  architecture  with  the  other  arts. 
ro[)o_L,M-M])hical  works  with  large  photographic  reproductions  include 
tlioso  of  L.  I  )cshairs  on  Bordeaux,  Dijon,  and  i\ix,  and  those  of  R.  le 
Xail  and  C.  Gurlitl  on  Lyons.  F.  Contet's  Lcs  vicux  hdtcls  de  Paris^ 
10  vols.,  1008-14,  partially  covers  Paris  in  a  similar  way,  while  each 
of  the  great  royal  palaces  has  several  works  devoted  especially  to  it. 
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Three  works  by  P.  Planat:  Le  style  Louis  XIV.,  Le  style  Louis  V., 
and  Le  style  Louis  XV L,  1907,  give  similar  plates  for  the  periods 
indicated  by  their  titles.  Garden  architecture  is  treated  in  M. 
Fouquier's  De  Vart  des  jardins  du  XV e  an  XXe  siecle,  191 1,  and  in 
H.  Stein's  Les  jardins  de  France,  The  general  biographical  works 
covering  French  architects  are  supplemented  by  E.  F.  Dilke's  French 
Architects  and  Sculptors  of  the  XVI IL  Century,  1900. 

England.  The  principal  work  is  R.  Blomficld's  History  of  Renais- 
sance Architecture  in  England,  ij}oo-i8oo,  2  vols.,  1807,  of  which  the 
major  part  is  devoted  to  the  period  after  161 5.  It  includes  a  full 
bibliography  of  contemporary  and  modern  works.  A  scries  of  large 
photographs  and  measured  drawings  is  furnished  by  J.  Belcher 
and  M.  E.  Macartney's  Later  Renaissance  Architecture  in  England, 
2  vols.,  1897-1001.  Domestic  architecture  is  specially  treated  in 
M.  E.  Macartney's  Flnglish  Houses  and  Gardens  in  the  17th  and  i8th 
Centuries,  1908;  H.  Field  and  M.  Bunney's  English  Domestic  Archi- 
tecture of  the  XV I L  and  XV in.  Centuries,  1905  (smaller  buildings) ; 
T.  V.  Sadlier  and  P.  L.  Dickinson's  Georgian  Mansions  in  Ireland, 
1 91 5;  M.  A.  Green's  The  Eighteenth  Century  Architecture  of  Bath, 
1904;  and  A.  E.  Ridiardson  and  C.  L.  (jill's  London  Houses  front 
1 660- 1 S 20.  For  individual  biography  see  E.  B.  Chancellor's  7  he 
Lives  of  the  British  Architects,  1909. 

Spain,  O.  Schubert's  Gcschichte  des  Barock  in  Spanien  (Geschichte 
der  neueren  Baukunst),  1908,  is  the  authoritative  discussion.  Further 
illustrations  are  furnished  ])y  the  works  of  Uhde,  Junghandel,  and 
others  listed  under  the  Renaissance  in  Spain. 

Germany.  Ample  illustration  is  furnished  by  Dohme's  work, 
mentioned  above:  by  Lambert  and  Stahl's  Motive  der  deutschen  Archi- 
tektu',  vol.  2,  i8{)2;  P.  Schmoll  and  G.  Staehclin's  BarockbaiUen  in 
Deutschland,  1904;  O.  Aullcgcr's  Siiddcutsche  Architektur  .  .  .  im 
XVIII.  Jahrhundert,  2  vols.,  i8()i-q5;  and,  in  more  convenient 
compass,  in  H.  Popp's  Architektur  der  Barock  und  Rokokozeit  in 
Deutschland  und  der  Sclnveiz,  1914.  P.  Schumann's  Barock  und 
Rokoko,  1885,  is  specially  devoted  to  Dresden.  J.  Braun's  Die 
Kirchenhauten  der  deutschen  Jesuiteu,  2  vols.,  1908-10,  covers  a 
notable  series  of  churclics.  C.  Gurlitt's  Historische  Stddtehilder, 
II  vols.,  1901-09,  is  largely  devoted  to  German  cities  important  in 
this  period. 


CHAPTER  XII 
MODERN  ARCHITECTURE 

The  mid-eij2:hteenth  century  witnessed  the  be<^inning^s  of  a 
scries  of  changes,  political  and  cultural,  scarcely  less  iniiK)rtant 
than  those  of  the  fifteenth  century.  Althou<(h  many  of  these 
movernents  were  extensions  or  logical  consequences  of  those 
of  tlie  Renaissance,  their  imjjortance  and  approximately 
simultaneous  api)earance  justify  the  idea  that  they  constitute 
the  be<;innin<^  of  a  new  era,  specifically  modern.  The  freedom 
of  inquiry  ap|)lied  in  the  Renaissance  to  letters  and  art,  and 
in  the  Refonnation  to  religion,  was  now  ai)plied  to  history, 
politics,  and  science.  A  multitude  of  individual  tendencies 
combined  to  initiate  the  age  of  archeological  discovery  and 
historical  research,  of  revolution  and  democracy,  of  natural 
science  and  invention,  of  capitalism  and  colonial  empire. 
These  were  destined  to  affect  not  only  the  stylistic  aspect  of 
architecture,  Imt  equally  the  nature  of  the  prevailing  types  of 
buildings  and  methods  of  construction,  as  well  as  the  extent 
to  which  these  were  diffused  over  the  world. 

General  eharacieri sties.  Although  the  kaleidoscopic  inter- 
play of  forces  makes  it  difficult  to  generalize  regardinj^  the 
architectural  characteristics  of  the  period,  they  may  be  con- 
ceived broadly  as  the  result  of  a  synthesis  of  retrospective 
and  i)n)gressi\-e  tendencies,  which  exist  side  by  side,  not 
unlike  the  academic  and  baroque  tendencies  in  the  previous 
period.  In  matters  of  form  and  detail  it  is  the  newly  won 
historical  understanding  of  i)revious  styles  which  has  been 
chiefly  influential,  resulting  in  a  series  of  attempted  revivals 
followed  by  a  season  of  eclecticism.  In  matters  of  plan 
and  constniction.  however,  the  growth  of  material  ci\nlization 
and  the  dL'\'elo])ment  of  new  fonns  of  government  and  com- 
merce have  j)roduce(l  a  multitude  of  novel  types  of  buildings 
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as  well  as  constant  chanj^^es  in  the  form  and  importance  of 
the  old  types,  making  ever>'  supposed  revival  unconsciously 
a  new  creation.  Finally  there  has  begun  a  conscious  move- 
ment to  give  the  new  functional  types  and  structural  systems 
an  expression  that  shall  also  be  novel  and  entirely  charac- 
teristic. 

Complexity  of  development.  It  thus  comes  about  that, 
within  a  century  and  a  half  of  coherent  development  in 
practical  matters,  there  is  a  series  of  subordinate  phases 
distinguished  by  ver>'  different  forms  of  detail.  Although  a 
greater  or  less  number  of  these  phases  might  be  distinguished, 
the  principal  ones  may  be  considered  as  four,  corresponding 
generally  to  literary  and  cultural  phases:  classicism,  roman- 
ticism, eclecticism  (all  outgrowths  chiefly  of  the  hivStorical 
attitude),  and  functionalism  (primarily  an  outgrowth  of 
natural  science).  As  each  of  these  phases,  like  the  academic 
and  baroque  movements,  varies  in  character  and  duration  in 
different  countries,  it  becomes  even  more  difficult  to  preser\'e 
a  strictly  chronological  and  local  order  during  the  discussion 
of  the  most  modem  architecture  than  it  is  during  the  dis- 
cussion of  the  architecture  immediately  preceding.  In  \Hew 
of  the  fundamentally  international  character  of  the  archi- 
tectural tendencies,  and  their  uniform  order  of  predominance 
in  all  countries,  it  is  more  fruitful  to  consider  the  individual 
movements  in  their  general  sequence  rather  than  individual 
countries  one  by  one.  The  continuity  of  development  in 
any  given  individual  type,  and  the  simultaneous  existence  and 
interjDlay  of  movements  in  any  given  country,  scarcely  less 
characteristic,  may  be  indicated  by  the  way. 

Classicism:  study  of  classical  monuments.  The  first  of  the 
modem  movements  to  affect  architectural  forms  was  the 
flood  of  archeological  disc()ver\'  and  jmblication  in  the  middle 
of  the  eighteenth  century.  Hitherto  the  fund  of  knowledge 
concerning  ancient  buildings,  aside  from  the  details  of  the 
orders,  was  sur])risingly  small.  Writers  and  engravers,  in 
general,  had  been  chiefly  concerned  with  the  construction  of 
academic  theories,  or  the  representation  of  the  buildings  of 
their  own  day — both  suf)posedly  based  on  the  antique,  but 
really  departing  from  it  with  the  greatest  freedom.  Palladio, 
to  be  sure,   had  published  rationalized  restorations  of  the 
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Roman  temples  as  early  as  1570,  and  in  1682  Desgodetz  had 
issued  his  far  more  accurate  drawings  of  the  monuments  of 
the  city  of  Rome.  These  were  but  isolated  forerunners,  how- 
ever, of  the  multitude  of  works  which  now  commenced  to 
appear,  many  of  them  illustrating  buildings  hitherto  unre- 
garded or  entirely  unknown.  In  1730  Lord  Burlington 
brought  out  many  of  Palladio's  drawings  of  Roman  buildings 
which  had  lain  a  century  and  a  half  in  manuscript.  In  1741 
the  engraver  Piranesi  issued  his  first  plates,  the  commence- 
ment of  a  colossal  series  of  views  of  ancient  ruins  and  frag- 
ments, w^hich  placed  before  the  public  the  great  wealth  of 
Roman  architecture  in  Italy,  and,  with  their  striking  artistic 
qualities,  i>owcrfully  stimulated  the  vogue  of  the  antique. 
In  the  fifties  there  began  to  appear  illustrated  w^orks  dealing 
with  Herculancum,  and  later  with  Pompeii,  the  buried  Cam- 
panian  cities  which  exliibited  Roman  art  in  a  way  so  much 
more  lively  and  intimate  than  the  ruined  and  despoiled  monu- 
ments of  the  capital.  The  know^ledge  of  Roman  architecture 
was  further  enriched  by  the  study  and  pubhcation  of  the 
temples  at  Palmyra  and  Baalbek  by  Wood  and  Dawkins 
(1753  and  1757)  and  of  the  ])alace  at  Spalato  by  Robert  Adam 
and  Clerisseau  (1764) — buildings  dilTering  widely  in  com- 
ix )sition  and  detail  from  the  conventional  conceptions  of  the 
academic  theorists.  Scarcely  later  came  the  revelation  of 
Cireck  monuments,  hitherto  known  only  by  the  vague  ac- 
counts of  a  few  travelers.  In  1750  and  1751  Cochin  and 
Soufllot  were  drawing  and  measuring  at  Pa^stum;  Stuart  and 
Revet t  were  at  Athens.  A  few  years  later  publications  re- 
garding these  and  otlier  sites  began  to  i:)our  forth.  Leroy*s 
Ailiois  api)eare(l  in  175S,  the  first  volume  of  Stuart  and 
Revett's  Antiquities  of  Athens  in  1762,  Major's  PcBsium  in 
1768,  Chandler's  Ionia  in  176Q,  with  a  stream  of  successors 
of  the  same  character  reaching  well  into  the  nineteenth 
century.  At  tlie  same  time  the  Comte  de  Caylus  and  Winckel- 
mann  were  laying  tlu^  foundations  of  archeolog}''  and  of  the 
history  of  art,  Winckelniann  asserting  for  the  first  time  the 
suiKTiority  of  (ircek  architecture  and  sculpture  over  those  of 
the  Romans. 

Reaction  at^ainst  the  baroque  and  against  academic  formuUB. 
The  increasing  ai)preciation  of  antiquity  was  coincident  with 
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independent  tendencies,  already  visible  in  contemporary 
architecture.  The  rationalistic  advocacy  of  the  primitive 
orders  by  Laugier  in  1752,  the  appeal  for  a  ** noble  simplicity 
and  quiet  grandeur"  which  Winckelmann  made  in  1755,  were 
based  rather  on  antithesis  to  contemporary  art  than  on  a  real 
knowledge  of  the  art  of  the  ancients.  The  reaction  from  the 
extreme  crescendo  of  the  baroque  had  already  begun,  even  in 
Italy,  in  such  works  as  the  Superga  and  the  facade  of  the 
Lateran.  In  France  the  manner  of  Servadony  prevailed  over 
the  rococo,  while  in  England  the  reversion  from  Wren  and 
Vanbrugh  to  strict  Palladianism  was  universal.  It  was  felt 
that,  in  the  striving  for  animation,  picturesqueness,  and 
originality,  dignity  and  earnestness  had  been  lost.  It  was 
these  sober  qualities,  which  so  many  were  seeking,  that  were 
now  found  superlatively  exemplified  in  certain  of  the  works  of 
antiquity. 

Characteristics  and  dcvelopfnent  of  classicism.  The  result 
was  that  th6  current  of  practice  was  turned  toward  the  closer 
imitation  of  classical  forms,  and  ultimately  even  of  classical 
dispositions  and  ensembles.  Architects  approached  the 
antique  directly,  and  not  through  Palladio  or  Vitruvius. 
Hitherto  the  orders  had  been  used  principally  in  the  decoration 
of  wall  surfaces;  columns  and  pilasters  had  been  freely  grouped 
and  often  placed  above  a  high  basement.  The  temple  por- 
tico, except  in  England,  where  the  example  of  Palladio  was 
directly  followed,  had  been  used  very  rarely  or  not  at  all. 
Now,  on  the  other  hand,  it  became  almost  essential,  its 
columns  closely  and  equally  spaced,  rising  directly  from  the 
ground.  The  membering  of  walls  was  renounced  in  favor  of 
the  simplest  jointing  or  rustication.  Forms  like  those  of  the 
rectangular  temple  and  the  Pantheon,  determined  for  the 
most  part  in  advance,  had  now  to  be  employed  to  meet  not 
only  the  traditional  i)roblems  of  the  church,  the  school,  and 
the  dwelling,  but  also  a  multitude  of  new  problems  in  the 
legislative  and  other  governmental  buildings,  the  banks, 
exchanges,  and  commercial  structures,  the  museums  and 
theaters,  assembly  and  concert  halls,  the  prisons  and  institu- 
tions which  great  political,  economic,  and  social  changes  were 
bringing  into  being.  Academic  conservatism,  especially  in 
France,  however,  hindered   the  literal  imitation  of  ancient 
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precedent,  just  in  proportion  as  it  differed  from  the  currently 
accepted  canons.  Thus,  although  the  Roman  and  the  Greek 
tendencies  ran  side  by  side  almost  from  the  beginning,  the 
Roman  remained  predominant  until  shortly  before  1820. 
Even  then,  when  Greek  forms  suq^assed  the  Roman  in 
popular  favor,  important  monimients  of  Roman  character 
still  continued  to  be  built. 

Roman  supremacy.  The  beginnings  in  France.  The  clas- 
sical reform  of  architecture  began  coincidently  in  France  and 
Engkmd  al)out  1760.  In  Saintc  Genevieve,  in  Paris  (1759-90), 
Soufflot  thought  to  imitate  the  portico  and  dome  of  the 
Pantheon  in  Rome  (F*ig.  252).  For  the  first  time  in  France 
there  is  a  free-standing  portico  of  the  full  height  of  the  facade, 
its  Corinthian  columns  no  less  than  sixty-two  feet  high. 
This  soon  had  its  successors  in  such  buildings  as  the  Grand 
Theatre  at  Bordeaux  (1777-80),  by  Victor  Louis,  with  its  co- 
lossal portico  of  twelve  columns,  and  in  the  urban  dwellings  of 
Roman  cast.  The  characteristic  features  of  these  houses,  a 
peristykir  conr  dlwnncur  with  a  triumphal  arch  at  the  grille, 
a  temple  portico  at  the  door,  and  a  saucer  dome  over  the 
circular  projecting  salon  tow^ird  the  garden,  are  well  com- 
bined in  the  Hotel  de  Salm  (1782  86),  now  the  Palace  of  the 
Legion  of  Honor.  The  interiors  lost  the  flowing  lines  of  the 
rococo  and  turned  to  the  delicate,  simple  paneling  and  refined 
imitation  of  antique  motives  which  mark  the  style  of  Louis 
XVL 

The  hci:^inni}iii,s  in  En  inland.  In  England  Robert  Adam  and 
his  brothers  (1760  //".),  although  they  created  no  building  of 
such  monumental  quality  as  Sainle  Genevieve  in  Paris,  gave  a 
l)owci'ful  stimulus  to  the  eni])l()yment  of  more  strictly  Roman 
fomis,  especially  for  the  treatment  of  interiors.  Free-standing 
cH>lumns,  coffered  vaults  and  domes,  statued  niches  and  bas- 
rc'licfs  marked  the  princi]>al  rooms  even  of  private  dwellings 
(I'^ig.  255),  while  a  delicate  sin*face  decoration  of  vases, 
griilins,  and  garlands  in  stucco,  with  Wedgwood  medallions 
and  slender  furniture  designed  in  harmony,  lent  the  rest  an 
air  of  unusual  distinction.  Although  Piranesi  and  others  had 
anticipated  many  of  these  features  or  assisted  the  brothers 
Adam  with  tliem,  it  was  the  skill  of  the  Adams  which  first 
welded  them  into  a  coherent  style.     Almost  simultaneously 
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came  the  first  work  ins])ircd  by  Greek  models,  in  a  few  designs 
by  Stuart  and  by  Rc\-ett.  These  for  the  most  part,  however, 
were  composed  on  traditional  Palladian  lines,  the  details  of  the 
orders,  the  emploj'meiit  of  anta;  and  anthemia,  the  purity  of 
decoration.  Iwinji  the  princijw!  inno\'ations.     This  refinement 


and  severitj%  with  a  preference  for  tlie  heavier  orders,  grad- 
ually permeated  the  academic  style  of  building,  which  still 
long  c()ntinut.-d. 

Literal  imilalion  of  classical  itioikls.  Momimcvts.  Mean- 
while, however,  a  more  strict  imitalion  of  cl.-Lssical  examples 
was  be^inninj,',  extendinj;  not  merely  to  individual  details  and 
elements,  but  to  whole  n^oiiuinents.  This  appeared  first  in 
the  sentimental  or  himiscaiic  ganlens,  which  were  decorated 
with  miniature  classic  tcniples  and  ruins.  Stuart  enriched  the 
repertoire  with  the  ^hllnlment  of  Lysicratcs  and  other  Athen- 
ian types.  Lcdoux,  in  his  octroi  gates  and  stations  for 
Paris  (1780-88),  made  lil>cral  use  of  classical  motives— the 
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triumphal  column,  the  exterior  peristyle,  the  circular  temple — 
even  using  the  Greek  Doric  column  without  a  base.  Lang- 
hans  took  the  Propylfea  at  Athens  as  his  model  for  the  Brand- 
enburg Gate  in  Berlin  (1788-91),  although  he  used  a  more 
Roman  type  of  column  and  introduced  other  notable  changes 
which  resulted  in  an  original  creation  (Fig.  253).     The  French 


Republic  and  its  successors,  with  their  studied  imitation  of 
Rome,  naturally  reproduced  its  monuments  also;  and  Na- 
poleon outdid  all  others  with  the  column  of  the  Place  Venddme 
(uSo-;-io),  modeled  on  that  of  Trajan,  the  Arc  du  Carrousel 
(1806),  mndelud  on  the  Arch  of  Domilian  ("Constantine"),  and 
finally  llie  oinssal  Arc  de  VKloilc  by  ChalRrin  (Fig.  254)-  In 
contrast  to  most  of  ils  predecessors  this  showed  great  freedom 
in  the  rencliTingnf  the  antique  inotive,  with  a  puristic  tendency 
very  charneteristie  of  French  architects  of  the  revival  period. 
Oilier  Ulcrat  iiiiil.iHons.  liven  in  buildings  intended  for 
practical  use,  the  literal  following  of  classical  prototypes  began, 
on  the  initiative  of  nilers  and  statesmen.  Catharine  II. 
commissioned  (.'lerissc'au  in  1780  to  design  her  a  dwelling 
vliieh  s!i..uld  he  strictly  Roman.     For  his  Temple  of  Glory, 
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now  the  church  of  the  Madeleine,  Napoleon  insisted  on  the 
selection  of  the  design  by  Vignon  (1807),  a  peristylar  Corinthian 
temple  with  its  interior  treatment  suggested  by  the  halls  of 
the  therma;.  The  design  of  the  Bourse  (1808-27)  also  included 
an  external  peristyle,  but  its  great  breadth  did  not  permit  a 
pediment.     In  all  these  works  Roman  forms  were  empl<)\-ed, 


although  in  the  interiors  of  the  Empire  style — developed  by 
Percier  and  Fontaine  on  the  lines  of  the  Adams  and  Louis 
XVI, — ^Grcck  decorative  elements  were  abundant,  and  even 
Egyptian  forms  becJime  pojiular  as  a  result  (if  Niiixileon's 
Eastern  campaign. 

The  Greek  supremacy.  The  Greek  supremacy  began  after 
the  Napoleonic  wars,  with  important  works  first  in  England 
but  later  especially  in  Germany.  Again,  as  in  the  ease  of 
the  Roman  revival,  the  use  of  Greek  orders  and  larger  ele- 
ments preceded  the  bodily  imitation  of  the  temple.  Among 
British  buildings  the  high  school  at  Edinburgh  (1S25-29).  by 
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Thomas  Hamilton,  is  especially  noteworthy,  no  less  for  its 
plastic  handling  of  Greek  forms  in  the  wings  and  terraces  than 
for  its  reproduction  of  the  portico  of  the  Theseum  in  the 
central  feature  (Fig.  257).  In  Germany  a  great  personality, 
Friedrich  Schinkel,  succeeded  in  combining  classical  spirit 
with  modem  requirements  in  a  scries  of  works  of  which  the 
Royal  Theater  in  Berlin  (18 18-21)  is  perhaps  the  most 
notable  (Fig.  258).  Later,  under  the  patronage  of  Ludwig  I. 
of  Bavaria,  Leo  von  Klenze  carried  still  further  the  imitation 
of  classical  ensembles,  culminating  in  the  Walhalla  at  Regens- 
burg  (1830-42),  a  reproduction  of  the  Parthenon,  raised  on  a 
mighty  terraced  substructure.  The  idea  of  such  a  reproduc- 
tion had  long  captivated  designers:  Gilly  had  proposed  it  as 
early  as  1797  for  a  memorial  to  Frederick  the  Great;  the 
National  Monument  in  Edinburgh  had  been  begun  in  accord- 
ance with  it  in  1829. 

Reaction  Jrcnn  literal  classicism.  With  these  buildings,  most 
of  them,  to  be  sure,  commemorative  monuments  without 
exacting  practical  functions,  the  high  tide  of  classicism  was 
reached,  and  a  reflux  set  in  toward  more  rationalistic  use  of 
classical  forms.  The  temple  portico  was  abandoned,  and  the 
Greek  suggestion  aj^j^earcd  only  in  the  fondness  for  the  Doric 
order,  the  delicacy  of  the  projections,  the  elegance  of  the 
profiles.  In  France,  where  the  Roman  tendency  was  strongest 
and  the  academic  resistance  to  actual  copying  was  most 
tenacious,  this  last  phase  of  the  classical  movement  was  the 
first  in  which  Greek  influence  was  really  much  felt,  and  it  thus 
received  the  name  of  neo-grec.  By  other  tendencies  which 
they  incorporate,  however,  as  well  as  by  their  date,  the  neo- 
grec  buildings  belong,  in  spite  of  the  name  applied  to  them, 
less  with  the  reviv^alist  movement  than  with  the  following 
phases  of  eclecticism  and  functionalism. 

Types  of  buildings  during  the  classical  movement:  adminis- 
trative. Counter  to  the  extreme  formal  tendency  of  classicism 
— to  assimilate  all  buildings  to  a  single  classical  type — there 
had  constantly  been  the  utilitarian  tendency  to  dilTcrentiate 
types  of  buildings  more  and  more  in  accordance  with  their 
increasingly  specialized  functions.  This  had  already  begun 
under  the  old  regime,  but  it  was  powerfully  stimulated  by  the 
Revolution,   which  detached  many  governmental  functions 
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from  the  palace,  and  threw  theaters  and  museums  open  to  all. 
The  earliest  of  modem  administrative  buildings,  distinct  from 
the  palace,  were  developed  in  Great  Britain,  where  the  Ad- 
miralty, Somerset  House,  and  a  number  of  other  buildings 
fall  quite  within  the  period  of  academic  supremacy.  Even  in 
France,  however,  specialized  governmental  functions  had  also 
commenced  to  find  moniunental  expression,  in  the  Mint  (1771- 
75)  and  in  the  rebuilding  of  the  Palace  of  Justice  after  1776. 
All  of  these  buildings,  however,  are  essentially  on  the  scheme 
of  the  palace,  as  their  multitude  of  small  rooms  permits;  and 
even  the  latest  of  them  have  merely  a  Doric  solidity  and 
earnestness  to  suggest  this  specific  character.  A  more  pro- 
nounced suggestion  of  governmental  functions  was  first  given 
in  the  grandiose  facade  of  the  Four  Courts  in  Dublin,  with  its 
commanding  jxjrtico  and  classical  dome,  built  by  James 
Gandon  in  1784-96. 

Legislative  buildings.  Such  a  new  expression  for  govern- 
mental functions  was  soon  found  also  in  legislative  buildings, 
where  one  or  more  large  deliberative  halls  forced  the  adoption 
of  a  great  scale.  The  Parliament  House  at  Dublin  had  led 
the  way  as  early  as  1730-39,  with  an  arcadcd  portico  and  a 
domed  hall  suggested  by  the  Pantheon,  but  carried  o^ut  with 
Palladian  forms.  The  seats  were  arranged  in  a  semicircle 
in  one-half  the  octagonal  room.  For  the  meeting  of  the  States- 
General  at  Versailles  in  1789,  an  impressive  basilican  room 
with  Doric  columns  was  improvised  within  an  indifferent 
building.  Here  at  first  the  throne  was  at  one  end,  the  seats 
along  the  other  three  sides;  but  when  the  body  was  recon- 
structed as  the  National  Assembly  the  chair  was  moved  to 
the  center  of  a  long  side  and  the  seats  arranged  in  a  double 
horseshoe.  The  hall  with  semicircular  form,  on  the  lines  of  a 
Roman  theater,  was  afterward  develo])ed  in  the  deliberative 
halls  of  the  Palais  Bourbon  in  Paris,  1 795-1833,  and  was 
widely  followed  on  the  (Continent.  For  the  unicameral 
legislative  building  a  powerful  external  expression  was  found 
in  the  Corinthian  portico  of  twelve  columns  prefixed  to  the 
Palais  Bourbon  in  1807. 

Prisons.  Related  to  political  movements  was  the  agitation 
for  the  reform  of  methods  of  punishment,  first  by  the  substitu- 
tion of  imprisonment  for  the  death  penalty  in  many  cases, 
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and  later  by  the  improvement  of  the  prisons  which  this  new 
order  had  caused  to  multiply.  Characteristic  of  the  first  phase 
was  Newj^ate  Prison  in  London  (1770-82),  designed  by  George 
Dance,  which,  with  its  vast  rusticated  walls  and  narrow  door- 
ways, was  the  very  embodiment  of  force  (Fig.  259).  Hu- 
manity, sanitation,  or  reformation  of  the  prisoners,  however, 
had  little  consideration  until  well  into  the  nineteenth  centur>', 
and  the  fonn  of  prison  which  then  resulted  was  very  different. 
Ideas  of  correction  through  soHtary  confinement  or  disciplined 
labor  ultimately  caused,  about  1835,  ^^^^  universal  adoption  of 
individual  cells  and  of  a  highly  organized  system  of  separate 
workrooms  and  yards  for  various  classes  of  prisoners. 

Banks,  exchanges,  and  commercial  structures.  Other  novel 
structures  were  called  into  being  by  the  commercial  and 
ca]3italistic  developments  of  the  age,  and  proved  to  find  con- 
genial garb  in  the  prevailing  classical  mode.  The  monimiental 
portico  ])laced  before  the  bank  or  exchange  suggested  the  power 
of  finance  or  the  stabilitv  of  credit,  while  the  blank  walls 
which  classical  purism  had  made  its  own  exactly  met  the 
necessities  of  vast  docks  and  warehouses.  In  the  rebuilding 
of  the  first  and  greatest  of  the  modern  financial  institutions, 
the  Bank  of  England  (1788-1835),  Sir  John  Soane  had  to 
design  a  windowlcss  exterior,  with  a  multitude  of  great  halls 
and  light  courts.  Although  the  general  external  treatment 
with  columns  and  blank  windows  is  less  frank  than  some  other 
solutions  of  similar  ])roblcms,  certain  features,  like  the  Loth- 
bury  Angle  ({^""ig.  25O)  or  the  Lothlniry  Courtyard,  are  master- 
jueces  of  free  com])osilion  with  classical  fonns,  while  the 
interiors  are  full  of  dignity.  The  Bourse  in  Paris  and  the 
Royal  ICxclumge  in  London  (1840-44),  with  their  colossal 
porticoes,  continued  tlie  monumental  tradition.  The  utili- 
tarian side  of  commerce  had  its  most  notable  eml)odiment  in 
the  Halle  au  Ble  in  Paris  (1783),  a  circidar,  domed  market- 
hall,  destitute  of  extraneous  adornment,  but  effective  by  its 
\er\'  siTn])lieity  and  a(la])tatir)n  to  ])uri)()se. 

Theaters.  \ot  less  novel  were  the  theaters,  museums,  and 
concert -lialK,  wliieh  responded  to  the  growth  of  democracy 
as  well  as  to  the  (levelo])nient  of  music  and  of  archeolog}'. 
Sueh  t'eatun-s  had  hitherto  usually  been  adjuncts  of  the  palace; 
now  the\-  became   detaeliecl,  and   subjects  for  special   treat- 
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ment.  The  first  of  the  independent  theaters  to  receive  a 
monumental  exterior  had  been  the  Royal  Ojjera  in  Berlin 
(1741-42),  for  which  Frederick  the  Great  had  insisted  on  an 
English  Palladian  form.  The  Grand  Th^-dtre  at  Bordeaux 
(1777-80),  with  its  still  more  classical  treatment,  was  followed 
in  the  Odcon  in  Paris  ( 1 709-1802)  and  in  many  others,  especial- 
ly in  Franco  and  England.    All  these  were  cubical  masses,  into 


which  stage,  audilormm.  fover,  and  vestibule  were  fitted. 
A  more  \;LriL'il  fumi  made  its  apix'arami'  in  Schinkel's  Royal 
Tlicati-rin  Bcriin  [iSiS  jt).  with  which  a  cincert-n.om,  bitll- 
room.  and  rcfR'shnieiit-nmnis  had  also  to  be  incorporated 
(Fig.  15s).  Wings  n-ntiiining  Ihfse  adjuncts  were  added  to 
the  main  mass,  which  cl,)miTial<.s  ihein  by  its  high-gabled 
clcresliirv.  its  niuiiumeiU;il  stejis.  an<l  its  Ionic  ]>ortico,  all 
treated  wilh  Hclkniic  fonns  of  slight  relief  and  with  severely 
classical  '■manifiits.  The  Tiltiiiiate  clas'^ical  solution  of  the 
theater  pmhkni  in  Gennaiiy  wa;  a  dilYcri'nt  one,  for  which, 
not  the  ti'm])lii»irlici>,  bui  the  ancient  theater  itself  sensed  as  a 
mcMlel.  In  I'lis  siheim.-  the  circuliir  end  of  the  auditorium, 
with  its  surnnniding  c[)rrirl()r.  fnnne<l  the  fa<;adc,  clearly  in- 
dicating the  nature  of  thi'  Imilditig,  but  inviilving  cimsiderable 
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sacrifices  in  the  vestibules,  foyers,  and  stairs  which  had 
become  such  prominent  features  of  the  modern  theater.  The 
most  notable  example,  the  old  Court  Theater  in  Dresden 
(1838-41),  shows  the  persistence  of  this  type  even  when  strict 
classical  forms  were  not  employed  (Fig.  264). 

Museums  and  concert-halls.  In  ^ving  the  museum  an  in- 
de])endent  form  Germany  led  the  way,  even  in  the  eighteenth 
century.  In  the  early  nineteenth  it  created  two  notable 
monuments,  the  Glyptothek  in  Munich  by  Von  Klenze 
(1816-30)  and  the  Old  Museum  in  Berlin  by  Schinkel  (1824- 
28).  These  were  both  severe  compositions  in  the  Greek 
Ionic  order,  which  was  used  also  in  the  British  Museiun 
(1825-47),  designed  by  Sir  Charles  Barry.  For  the  problem 
of  the  concert-hall,  Schinkel  had  given  a  solution  of  the 
greatest  elegance  in  connection  with  the  theater  in  Berlin. 
An  auditorium  for  vast  j^opular  concerts  is  the  principal 
feature  of  Saint  George's  Hall  in  Liveq^ool  (1838-54)  which  in- 
cludes also  a  smaller  recital -hall,  two  court-rooms,  and  public 
offices.  The  exterior — by  the  gifted  and  youthful  Elmes — 
with  its  two  vast  Corinthian  porticoes,  its  commanding  attic, 
its  magnificent  terraces  and  ai)proaches,  is  justly  famous  as 
among  the  most  monumental  of  all  modern  structures  (Fig. 
260). 

Other  types.  Churches.  For  the  problems  already  conse- 
crated by  time — the  church,  the  college,  the  house,  or  palace — 
classicism  did  not  achieve  new  solutions  of  the  same  impor- 
tance. This  was  i)artly  because  the  satisfactory'  solutions  al- 
ready attained  in  the  previous  period  tended  to  be  followed, 
partly  because  the  ])r()l)lems  themselves  were  becoming 
secondary  to  the  new  ones  of  the  age,  and  partly  because 
otluT  forces  tended  before  long  to  take  these  very  problems 
entirely  out  of  tlie  hands  of  tlie  classical  architects.  In  the 
eluireh,  as  elsewliere,  the  imitation  of  classical  models  was 
attempted,  both  the  rectangular-temi)le  type  and  the  Pantheon 
ty])e  being  followed.  One  of  the  most  notable  of  the  re- 
vivalist cliurehes  was  vSaint  Pancras  in  London,  in  which  the 
beautiful  details  of  tlie  Kreehtheum  were  imitated — the  North 
Porch  for  the  entrance  i)ortico,  the  Porch  of  the  Maidens  for 
the  sacristies,  with  the  Athenian  Tower  of  the  Winds,  twice 
repeated,  for  the  steeple.      Chalgrin,  in  the  church  of  Saint 
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Philippe  du  Roule  in  Paris,  was  inspired  by  the  Christian- 
Roman  basilica,  initiating  a  notable  series.  Others,  however, 
followed  the  established  academic  types,  with  a  tall  central 
dome  or  two  western  towers,  merely  adopting  a  more  classical 
portico  and  details. 

Domestic  architecture.  Few  palaces  were  built  during  the 
period  which  classicism  shared  with  revolution.  Even  Na- 
poleon contented  himself  with  remodeling  the  interiors  of 
three  among  the  many  palaces  left  by  the  old  regime.     The 


great  countr\-  m;insions  henceforth  likewise  multiphed  less 
rai>idly,  although  m;ignificent  town  hmises  continued  to  be 
built.  Like  the  hotels  under  Louis  XVL,  already  described, 
all  these  had  usually  a  portico  of  Roman  or  Greek  detail,  and 
often  a  circular  salon  suggested  by  the  Pantheon.  The  less 
ambitious  town  houses,  solidly  liuilt  up  in  blocks,  had  usually 
a  most  restrained  treatment,  depending  on  the  proportions  of 
stories  and  o]x;nings  alone.  Often  the  town-planning  tradi- 
tions of  the  ]}rc\-ious  period  were  continued  by  the  unified 
design  of  the  hmises  in  whole  streets  and  squares,  as  in  the 
Adclphi  and  Regent's  Quadrant  in  London,  or  the  Rue  de 
Rivoli  in  Paris.     Colonnades  or  arcades  were  now  sometimes 
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adopted  in  the  lower  story,  to  shelter  the  foot  passengers  and 
to  increase  the  eiTect  of  Roman  magnificence.  In  the  minor 
European  country  houses,  a  type  most  frequent  in  England, 
there  was  some  attempt,  about  1820,  to  imitate  the  temple, 
although  not  without  breaking  its  unity  by  projections  or 
wings.  All  these  tyj^es  of  domestic  architecture,  howe\'er, 
as  well  as  the  classical  types  of  churclies,  were  gradually  swept 
away  by  the  rise  of  romanticism,  which  for  a  time  even  bade 
fair  to  prevail  in  modern  architecture  as  a  whole. 

Romanticism:  cultural  changes.  Romanticism  in  architect- 
ure, like  classicism,  had  its  i)recursors  and  companions  in 
cultural  and  literary  movements.  Their  origins  in  some 
cases  were  quite  as  early  as  those  of  the  neo-classical  tendency. 
The  modern  appreciation  of  landscape  and  the  idea  of  the 
landscape  garden  had  l)egim  early  in  the  eighteenth  century. 
vSentimentalism  came  in  toward  the  middle  of  the  centurv  with 
Richardson  and  Gray,  and  on  the  Continent,  in  the  sixties,  with 
Rousseau,  who  also  trans])lanted  and  quickened  the  cult  of 
nature.  At  the  same  time  England  and  Oermany  awakened 
to  an  ai)prcciation  of  their  northern,  national  heritage,  the 
mythology  and  legend,  the  history  and  art  of  the  Middle 
Ages.  The  im]jortance  of  the  Goths  for  the  cultural  develop- 
ment of  Europe  was  afiimied  in  the  dialogues  of  The  Investi- 
gator in  1755;  the  principle  of  nationalism  in  history,  litera- 
ture, and  art  was  annoiuiced  bv  Herder  and  his  friends  in 
\'on  ilcitt seller  Art  und  Kunst  in  1773.  The  ideas  thus  im- 
planted, however,  did  not  bear  their  full  fruit,  even  in  litera- 
ture, until  the  beginning  of  the  nineteenth  century,  with 
Wordsworth  and  C\jlendge,  Byron  and  Scott,  with  the  Ger- 
man romanticists  who  influenced  Madame  de  Stael,  and, 
througli  her,  made  way  for  Hugo  and  the  French  of  the 
thirties.  With  all  these  men  tlie  emotion  and  enthusiasm  of 
the  individual,  rather  than  the  following  of  academic  rules, 
were  proclaimed  as  the  springs  of  artistic  success.  The  emo- 
tional uj)heaval  was  naturally  accompanied  by  a  revival  of 
religious  faith,  wliieh  found  its  ex])ression  both  in  the  glori- 
iiealion  of  traditional  Christianity  by  Chateaubriand  and  in 
the  ])reaeJnng  of  a  i)ersonal  and  naturalistic  belief  by  Schleier- 
maclier. 

The  medieval  revival  iji  architecture.     Picturesqueness  and 
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naturalness,  nationality  and  religion,  all  seemed  embodied, 
not  in  classic  architecture,  but  in  Gothic,  then  a  synonym  for 
the  art  of  the  Middle  Ages.  A  re\nval  of  medieval  architecture 
in  northern  lands  thus  grew  out  of  racial  and  contemporary 
conditions,  as  the  renaissance  of  classic  architecture  had 
developed  in  the  Italy  of  the  fifteenth  century.  Moreover, 
just  as  classic  architecture  had  never  quite  died  out  in  Italy 
during  the  Middle  Ages,  but  had  lingered  to  provide  a  con- 
genial soil  for  the  revival,  so  Gothic  architecture  had  never 
quite  ceased  to  be  practised,  especially  in  England.  Traditional 
surv'ivals  of  Gothic  had  continued  in  country  churches  and  in 
the  Oxford  colleges  imtil  the  time  of  the  Restoration,  and  the 
reconstruction  and  repair  of  buildings  in  the  old  style  went  on 
under  Sir  Christopher  Wren  and  even  in  the  middle  of  the 
eighteenth  century.  At  the  same  time  a  historical  interest 
in  the  heritage  of  medieval  monuments  was  evidenced  b}'' 
antiquarian  works  such  as  the  Monasti  on  Anglicanum  (1655- 
73)  and  publications  dealing  with  individual  towns  and 
cathedrals.  Neither  the  books  nor  the  buildings  show  any 
ver\''  accurate  knowledge  of  medieval  forms  of  detail  or  prin- 
ciples of  construction,  yet  they  furnished  a  living  stock  on 
which  the  romantic  idea  could  be  grafted.  It  thus  came 
about  that  England,  where  the  romantic  movement  in  litera- 
ture was  earliest  and  strongest,  was  also  essentially  the  home  of 
romanticism  in  architecture. 

Origins.  Pseudo-Chinese  and  Gothic  designs.  The  earliest 
purely  voluntary'  departures  from  classical  architecture  in  the 
eighteenth  century  had  scarcely  the  serious  motives  of  later 
efforts,  being  suggested  rather  by  search  for  novelty  and 
modishness,  in  the  sportive,  trivial  structures  which  the  taste 
of  the  time  demanded  for  garden  shelters  and  the  assemblage 
of  intimate  ])arties.  The  reports  of  Eastern  travelers  had 
aroused  enthusiasm  for  things  Chinese,  and  as  early  as  1740 
designs  for  porticoes  and  pavilions  supposedly  Chinese  were 
being  executed  side  by  side  with  miniature  classic  temples, 
both  in  France  and  England.  By  1750  others  supposedly 
Gothic  appeared  in  England,  as  similar  to  the  pseudo-Chinese 
in  their  fantastic  flourishes  as  they  were  dissimilar  to  their 
prototypes,  still  so  imperfectly  understood.  In  the  land- 
scape gardens  which  were  already  universal  in  England,  such 
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buildings  now  began  to  acquire  a  sentimental  significance,  as 
expressing  to  the  beholder  different  moods  which  the  scenes 
were  designed  to  evoke.  The  Gothic,  s>Tnbolizing  the  ideals 
of  rusticity  and  unworldliness  which  were  then  fashionable, 
rapidly  gained  ground. 

The  Gothic  revival  in  England.  First  phase,  c,  i'/6o-i8jo. 
The  castellated  style.  The  first  to  extend  the  imitation  of 
Gothic  to  a  building  of  more  important  type  was  Horace 
Walpole,  in  the  remodeling  of  his  villa,  Strawberry  Hill 
(1753-76).  He  was  inspired  by  the  same  enthusiastic  admira- 
tion of  the  Middle  Ages  which  appears  in  his  pioneer  historical 
romance  The  Castle  of  Otranto  (1764),  and  he  hoped  to 
give  a  model  of  pure  Gothic  in  contrast  to  the  ignorant  per- 
versions which  were  in  vogue.  With  this  idea  he  imitated 
porches  and  battlements,  doors,  ceilings,  and  chimney-pieces 
from  old  work,  but  with  complete  unconsciousness  of  their 
inconsistency  in  periods  of  origin,  and  even  with  utter  disregard 
for  the  original  purjjoses  of  the  designs.  The  resulting  **  castel- 
lated style,"  as  it  was  called,  was  widely  adopted  in  country 
scats,  on  manv  of  which  such  well-known  academic  architects 
as  George  Dance  and  Sir  William  Chambers  were  employed. 
At  the  Scmie  time  the  first  churches  with  similar  forms  were 
imdertaken. 

Ecclesiastical  influence.  In  the  last  quarter  of  the  eighteenth 
century  new  forces  furthered  the  movement,  while  gi\nng  it 
a  more  ecclesiastical  cart.  A  new  generation  of  antiquaries 
poured  forth  works  on  the  medieval  churches,  at  once  more 
numerous  and  more  adequately  illustrated  than  those  of  a 
century  earlier.  Attention  was  attracted  to  the  repair  of  the 
stnictures  themsch'es,  and  restorations  were  attempted, 
althoii<;h  with  insuflicient  knowledge  and  often  with  disastrous 
results.  James  Wyatt,  the  chief  of  the  restorers,  had  also  a 
great  v(.)gue  as  an  architect  of  domestic  buildings.  Ecclesi- 
astical names  were  often  gi\'en  to  these,  and  the  details  of  their 
windows,  buttresses,  and  towers  were  derived  rather  from 
churches  than  from  the  old  manorial  halls.  Fonthill  Abbey 
( 1796- 1 S 1 4) ,  the  extravagant  creation  of  the  romancer  William 
Bcckford,  was  the  most  famous  of  these;  Eaton  Hall  {1803- 
14)  was  anotlier  noteworthy  example  (Fig.  261).  Although 
religious  feeling  in  iMigland  at  this  time  was  still  at  a  low  ebb, 
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and  new  churches  were  few,  an  increasing  number  of  these 
followed  the  Gothic  style,  as  it  was  then  understood. 

Literal  imitalion  of  medieval  models.  A  great  improvement 
in  grammatical  accuracy  of  detail,  as  well  as  an  appreciation 
of  chronological  consistency  of  style,  followed  the  publication, 
in  1819  and  1820,  of  Rickman's  Attempt  to  Discriminate  the 
Styles  of  English  Architecture,  and   of   Pugin   and   Willson's 


Specimens  of  Gothic  Architecture.  These  books,  which 
]>rovided  for  the  first  time  a  tolerable  historical  account  of  the 
development  of  the  style,  and  accurate  geometrical  drawings 
of  its  examples,  opened  an  era  of  literal  copying  of  whole 
features,  conscientiously  culled  from  this  or  that  period,  most 
frequently  the  later  Per^iendiailar.  The  inclusion  of  drawings 
of  domestic  work  lumped  I>ring  about  an  abandonment  of  the 
ecclesiastical  forms  prc\Hotisly  adopted  for  dwellings,  in  favor 
of  a  domestic  treatment  dejjendent  on  the  grouping  of  masses, 
gables,  and  chimneys — the  sn-callcd  "baronial  style."  In 
planning,  which  was  still  dominated  unconsciously  by  classical 
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ideals,  a  strict  symmetry  was  preserved;  while  in  construction 
and  decoration  lack  of  means  and  of  s>Tnpathetic  craftsmen 
prevented  a  reproduction  of  the  spirit  of  the  rich  medieval 
work  chosen  for  imitation. 

Second  phase,  i8jo-yo,  Pugin.  The  second  and  far  more 
important  phase  of  the  rexdval  opened  with  the  work  of 
Augustus  Welby  Pugin,  a  son  of  the  elder  Pugin.  He  displayed 
at  once  a  freedom  and  fertility  of  invention  with  Gothic  forms 
which  had  hitherto  been  unknown,  and  a  zeal  for  their  ex- 
clusive adoption  which  had  the  force  of  religious  fanaticism. 
In  his  designs,  1830-52,  he  sought  and  attained  a  medieval 
picturesquencss  of  plan  and  mass;  in  his  studios  he  trained 
carvers  and  metal-workers  to  execute  the  details  of  his  facile 
designs;  in  his  writings  he  preached  the  re\'ival  of  Christian 
architecture,  as  he  called  it,  for  civil  as  well  as  for  religious 
and  domestic  buildings.  At  the  same  time  began  the  revival 
of  ritual  in  the  Anglican  church,  and  the  study  of  church 
architecture  in  relation  to  ritual  arrangements.  As  a  result 
of  all  this,  Gothic  became  the  accepted  style  not  only  for 
country  residences  but  for  churches,  which  recovered  alike 
their  medieval  functions  and  their  medieval  form.  Archi- 
tects, many  of  whom  henceforth  devoted  themselves  exclusive- 
ly to  Gothic,  began  to  design,  within  the  accepted  English 
Gothic  modes,  with  greater  confidence  in  themselves. 

The  Houses  of  Parliament.  Simultaneously  with  the  first 
of  Pugin's  pubHcations  (1836),  the  cause  of  medievalism 
achieved  a  triumph  in  the  retention  of  the  Gothic  style  in  the 
rel  mil  cling  of  the  palace  at  Westminster — the  new  Houses  of 
ParliamcMit,  execnitcd  between  1840  and  i860  (Fig.  262).  The 
architect.  Sir  Charles  Barry,  was  a  man  ex]3erienced  in  design 
witli  classical  as  well  as  with  Gothic  forms,  and  the  building 
was  airrently  described  as  ha^'ing  Tudor  details  on  a  classic 
1)(h1\'.  The  emphasis  in  massing,  however,  is  by  no  means  of  a 
classical  type,  for  it  is  laid  not  on  the  essential  components  of 
tlie  ])lan,  the  two  chaml:)crs,  but  on  towers  which  mark  tlie 
royal  entrance  and  su])port  the  clock.  Notable  qualities  of 
tlic  design  are  the  ])ractical  solution  of  extremely  complex 
])robk'ins  in  ])lan,  including  accommodation  to  portions  of 
the  old  structure  still  remaining,  and  the  picturesque  employ- 
ment   of   the   magnificent   river   site.     The   employment  of 
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medieval  forms  in  a  national  monument  of  such  importance, 
of  course,  gave  the  revival  another  jjrcat  impetus. 

Rtiskin.  An  impulse  of  different  sort,  yet  equally  or  more 
powerful,  was  fjiven  meanwhile  by  the  writings  of  John  Ruskin. 
In  his  Sei-en  Lamps  of  Archiiecture  (1849)  and  his  Stones  of 
Venice  (1851)  he  urt;ed  a  return  to  the  methods  as  well  as  the 
forms  of  the  Middle  Ages,  and  this  not  simply  on  grounds  of 
religion  or  of  ritual,  but  even  of  morality.     The  emand[)ation 


of  the  in<!ividual  craftsmen  from  the  modem  industrial  system 
was  to  l>e  at  once  an  cnrl  in  itself  and  a  means  to  the  attainment 
of  true  bcaiity  in  iirchiU'cture.  This  was  proclaimed  to  lie 
not  in  abstract  qu;ditifs,  such  as  ]>roporti<m,  but  in  honesty 
of  materials  rind  of  slnicturc.  and  in  e\'idcnce  of  human 
devotimi  and  thmi),'iit,  a|)pcaring  above  all  in  the  sculptured 
and  painted  details.  Sucli  an  animation  of  detail  and  color 
he  found  csiicdally  in  IJic  marltle  capitals  and  jHilychrome 
walls  and  mosaics  of  Italy,  to  which  his  admirers  soon  turned 
for  inspiration.  It  was  at  the  moment  when  architects  were 
wear\-iiig  of  the  restrictions  of  antiquarian  national  jireccdent, 
and  seeking  a  greater  liberty  of  invention.     Thus  many  who 
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were  impatient  with  Ruskin's  principles  took  advantage  of 
this  or  that  individual  suggestion. 

Victorian  Gothic.  The  result  of  all  these  forces  was  the  so- 
called  Victorian  Gothic,  distinguished  by  great  elaboration  of 
detail,  polychromy  of  materials,  including  marble,  brick,  and 
encaustic  tiles,  and  a  leaning  toward  Italian  forms  of  *'  surface 
Gothic"  rather  than  the  northern  *' linear  Gothic."  Among 
the  leading  exponents  of  the  style  were  Sir  Gill^ert  Scott 
(1811-78)  and  his  pupil  George  Edmund  Street  (1824-81), 
who  in  long  and  active  careers  ran  through  a  number  of  its 
phases;  and  William  Butterficld  (1814-1900)  who  strove  to 
create  a  novel  development  with  a  variety  of  Gothic  and 
modem  elements.  Scott  and  others  of  the  group  even  ex- 
tended their  practice  beyond  the  bounds  of  England  by  success- 
ful competition  against  Continental  architects  of  all  schools. 

**  The  battle  of  the  styles.'"  By  1855  ^he  adherents  of  Gothic 
were  strong  enough  to  challenge  the  supremacy  of  classic 
architecture  in  secular  buildings  generally.  To  the  growing 
conviction  that  each  style  was  exclusively  appropriate  to 
certain  uses — the  Gothic  to  churches,  colleges,  and  rural 
architecture,  the  classic  to  public  buildings  and  urban  dwell- 
ings— they  opi)()sc(l  the  traditional  belief  that  a  single  style 
must  ])revail,  and  maintained  that  the  Gothic  was  superior  for 
all  purposes.  Thus  the  ** battle  of  the  styles,"  which  had 
enkindled  rn-er  the  Houses  of  Parliament,  continued  to  \)c 
fought  in  a  wider  fk'ld,  and  with  a  zeal  luiknown  outside  of 
England.  The  Golhicists  were  not  without  their  successes, 
for  although  Lord  Palmerston  finally  forced  vScott  to  substitute 
a  classical  scheme  for  his  acce])te(l  Gothic  design  for  the 
Foreign  Office  (1858-7,0.  victories  scon  followed  in  the 
Manchester  Assize  C^n^rts  (1859-64)  and  Town  Hall  (1868- 
6g),  both  by  Alfred  Waterhouse.  In  the  sixties  the  influence 
of  Violk't-lc-Duc  and  of  French  Gothic,  with  its  greater 
structural  logic,  gave  tlie  movement  a  fresh  element  of  strength 
as  well  as  fresh  material.  With  the  adoption  of  Street's 
design  for  the  national  Law  Courts  in  1868,  the  adherents  of 
(ic>thic  felt  tlieir  cause  vindicated.  The  building  proved, 
however,  to  mark  I  lie  end  of  their  su])remacy.  By  the  time 
of  its  c(nn])letion,  1SS4,  it  met  little  but  condemnation,  and 
the  coneli'sion  was  outspoken  that  Ciothic  was  tmfit  for  public 
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buildings.  The  fundamental  cause  lay  less  in  certain  defects 
in  the  building  than  in  the  gradual  change  of  public  taste. 
The  belated  enthusiasm  of  the  revivalists  could  no  longer 
withstand  the  eclecticism  which  elsewhere  prevailed  so  widely, 
and  which  had  steadily  gained  strength  even  in  England. 

Rcmianticisnt  in  Germany;  Gothic  and  Rornanesqtie,  On  the 
Continent  the  medieval  revival  was  most  vital  in  Germany, 
where,  as  in  England,  it  was  associated  with  a  nationalistic 
movement.  Goethe*s  youthful  panegyric  on  the  cathedral 
of  Strasburg  (1773)  long  remained  alone,  however,  and  it  was 
not  until  after  the  \Vars  of  Liberation  that  the  brothers 
Boisscrec  awakened  a  general  interest  in  the  artistic  monu- 
ments of  the  German  past.  Pseudo-Gothic  buildings  had 
appeared  as  accessories  to  the  landscape  gardens  on  English 
models  since  their  introduction  about  1770,  but  the  Gothic 
style  was  not  seriously  considered  for  important  buildings 
before  the  time  of  Schinkel,  who  made  a  Gothic  project  for 
the  cathedral  of  Berlin  in  1819.  Of  his  two  projects  for  the 
Werderkirche  (1825),  the  Gothic  and  not  the  clasvsiccil  one  was 
chosen.  The  exterior,  as  was  to  be  exjxjcted,  was  Gothic 
rather  in  detail  than  in  si)irit  and  constructive  principle.  The 
interior  was  conceived  with  an  insight  in  advance  of  the  day. 
Henceforth  the  style  was  frequently  employed,  with  steadily 
increasing  knowledge,  in  the  building  of  churches,  and 
occasionally  in  other  buildings,  although  it  never  became 
universal,  and  even  as  the  medium  of  romantic  expression  had 
to  share  honors  with  the  still  more  national  Romanesque. 
The  strongest  sui)])orter  of  the  Romanesque  was  Friedrich 
von  Gartner  in  Munich  (1792-1847),  whose  buildings,  how- 
ever, show  a  large  measure  of  Italian  influence.  The  most 
notable  modern  Ciothic  church  in  Gennan  lands,  w^hich  may 
still  be  considered  an  outgrowth  of  the  revival,  is  the  Votive 
Church  in  Vienna,  built  by  Ferstel  in  1853-79,  on  the  scheme 
of  a  cathedral  with  western  towers  and  spires. 

Romanticism  in  France.  In  France  before  the  romantic 
outburst  of  the  thirties  the  strength  of  classical  architecture 
was  so  great  that,  although  the  *' hamlets"  of  Trianon  and 
Chantilly  initiated,  as  early  as  1775,  garden  architecture  on 
English  models  in  a  style  supposedly  Gothic,  the  mode  long 
remained   without  serious   adoption.     Meanwhile,   however, 
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the  Musce  dcs  Monuments  Fran(;ais,  collected  by  Alexandre 
Lenoir  from  the  churches  and  chate£iux  destroyed  by  the 
Revolution,  was  revealinj^  to  the  French  the  glories  of  their 
own  medieval  art;  and  the  Ilistoirc  dc  Vart  of  Seroux  d'Aj^in- 
court  (iSir-23),  the  first  general  work  devoted  to  the  arts 
of  the  Middle  A^cs,  registered  a  new  api)reciation  of  them. 
By  1825  such  a  work  as  the  chai)el  at  Les  Herbiers  in  Vendee 
could  be  constructed,  with  toleral)le  knowledj^e  of  the  details 
of  French  Cxothic,  althou^^h  still  with  ri^id  classical  s\Tnmctry. 
A  more  pojmlar  api)reciati()n  was  stimulated  by  Victor  Huj^o's 
Notre- Dame  de  Paris  in  1S31,  and  a  more  scientific  under- 
standing^ was  created  by  the  archeoloj^ists  De  Caumont  and 
Lassus,  and  alcove  all  by  the  architect  Viollet-le-Duc  (1814- 
79),  who  developed,  in  the  years  foUowinj^  1840,  a  wide 
acti\'ity  as  a  restorer  of  medieval  buil(lin<;s  and  as  a  writer  on 
the  art  of  the  Middle  Aj^^es.  In  his  ^reat  Dictionnairc  de 
V architecture  fram^aise  dii  XI.  an  AT/,  siecle  (1854-68)  he 
emi)hasized  tlie  idea  that  the  princij)les  of  Gothic  architecture 
were  essentially  structural,  and  thus  his  influence  tended  to 
make  current  desi^^ns  in  the  style  more  loj^ical  and  orj^anic. 
By  Louis  Napoleon's  ai)j)()intment  of  Viollet-le-Duc  to  a 
professorshi])  at  thcEcole  desBeaux-Arts  the  Gothic  movement 
received  an  ofhcial  sanction  in  the  very  citadel  of  the  academic 
forces,  but  the  ()i)posilion  was  so  strong  that  even  the  Emperor 
was  forced  to  abandon  his  attenij)t.  On  the  whole,  few  new 
buildings  resulted  from  the  Gothic  movement,  and  these  were 
almost  exclu^ix'cly  cliurclu's.  The  most  striking  of  them  is 
Sainte  Clotilde  in  I^iris  [V'v^.  263).  built  in  1846-59  by  the 
architects  Gau  and  Hallu,  with  twin  spires  and  fourteenth 
century  (let ail.  This  cluux'h,  however,  is  relatively  fri^d 
compared  with  some  examples  from  the  last  days  of  the 
nio\'ement,  after  i860. 

lujlucnce  of  the  romantic  movement  on  the  development  of 
types  of  bitihli}ii^s.  The  ty])es  of  buildings  to  which  the 
romantic  movement  contributed  were  almost  exclusively  those 
having  dirret  ])recedents  in  the  Middle  A^es — such  as  churches, 
scliools,  town  halls,  and  dwellin.i^^s.  Even  in  these  types  the 
d'velo])ment  was  lari^ely  a  fonnal  one.  the  disj>ositions  remain- 
in_L;  close  to  those  of  mediewil  times,  as  the  national  character 
uf  the  precedents  and  the  relative  stability  of  the  problems 
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permitted.  It  wjls,  indeed,  precisely  the  superiority  of 
medieval  dis])ositi()ns  in  fulfilling  the  needs  of  modem  life 
which  the  Gothicists  maintained  as  one  of  their  chief  theses. 
Tlieir  innovations  respectinj^  plan  and  structure  were  thus, 
for  the  most  part,  novel  only  in  relation  to  the  classical  forms 
which  had  immediately 
jircceded  them,  since 
medieval  disjxjsitions 
and  modes  of  construc- 
tion were  generally  fol- 
lowed as  well  as  medieval 
forms  of  detail.  So  in 
the  church  Catholic,  and 
even  Iwyond  it,  the  long 
aisled  na\'es  and  chancels 
of  the  Middle  Ajies  sui>- 
l^lanted  the  domes  and 
halls  of  the  Renaissance 
and  of  Protestantism. 
Other  types  were  influ- 
enced in  certain  lands 
only.  In  En;,'Iand  the 
flexible  scheme  of  the 
Tudor  or  Elif:alH.-tIian 
manor,  with  its  freedom 
in  the  fenestra!  inn  and 
in  the  treatment  of  ser- 
vice quarters,  reiilaeed 
the  strict   svmmetrv  of 

the    Palladian     house.  nc.  ;63— mkis.     s.AiNTii  clotimh; 

Tlie  old  residential  col- 

le^-es  of  Oxford  and  Cambridge  were  followed  in  the  further 
development  of  these  institutioTis  and  of  the  English  board- 
ing schools.  In  Germany  the  late  Gothic  town  halls  and 
guild  halls  of  the  country  and  of  Flanders  were  taken  as 
models  for  new  constructions  de\'oted  to  similar  uses. 

Eclecticism:  cmuWions  and  ideals.  Long  Ijeforc  the  force 
of  the  niniruitic  movement  had  spent  itself,  it  had  become 
but  one  of  many  forces  influential  in  architectural  style, 
uniteil  only  as  emanations  of  a-  general  eclecticism.     This 
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freedom  of  selection  from  a  number  of  styles  was  just  as  surely 
grounded  in  the  conditions  of  the  time  as  the  uniform  adherence 
to  a  single  style  had  been  in  some  earlier  times.  A  choice 
between  two  styles,  to  be  sure,  had  often  been  offered  to 
architects  before,  as  w^hen  Gothic  art  was  introduced  into 
Italy  in  the  thirteenth  century  or  Renaissance  art  into  the 
north  in  the  sixteenth.  The  mere  alternative  of  neo-classic 
or  rex^ved  Gothic  wiis  thus  of  itself  nothing  new  in  kind;  the 
novelty  was  that  the  struggle  between  them  did  not  end,  as  it 
had  ahvays  done  before,  in  the  triumph  of  either  one,  but  that 
both  continued,  subdivided  further,  and  received  the  addition 
of  still  others.  The  reason  lay  in  the  growth  of  historical 
knowledge,  one  of  the  most  characteristic  creations  of 
modernity,  which,  for  the  first  time,  made  the  forms  of  many 
styles  thoroughly  familiar  to  a  single  generation.  This  had 
already  contributed  largely  to  the  growth  of  classicism  and 
romanticism,  and  to  their  increasing  differentiation  into  Greek 
and  Roman  phases,  Gothic  and  Romanesque  phases,  with 
further  alternatives  offered  by  subordinate  chronological  and 
local  varieties — constituting  in  themselves  a  field  for  the 
exercise  of  a  certain  me^isure  of  eclecticism.  To  these  the 
historical  spirit  now  added  other  styles  unconnected  with  the 
neo-classic  and  romantic  programs,  and  soon  created  among 
designers  the  conscious  principle  of  complete  freedom  of 
choice  between  the  various  historical  styles.  This  expressed 
itself  first  in  the  sheer  desire  to  create  a  collection  of  historical 
imitations;  it  passed  to  the  adoption  of  a  given  style  on 
grounds  of  personal  j)rcference  or  sui)posed  appropriateness  to 
tlie  problem  in  hand,  laler  sometimes  to  the  combination  of 
elements  from  a  numV)cr  of  styles  and  the  creation  of  a  hybrid 
which  might  ser\'c  as  a  personal  medium  of  expression. 

Origius  of  eclecticism  in  architecture.  The  beginnings  of  this 
wider  knowledge  and  wider  eclecticism  themselves  can  be 
found  quite  early  in  the  eighteenth  century,  when  the  Viennese 
architect,  J.  B.  Fischer  von  Erlach,  published  his  pioneer 
Ejiiwiirff  einer  historischen  Architekiur,  1721,  including  illustra- 
tions, systematically  arranged,  of  pre-classical,  Eastern,  and 
Greek  buildings,  as  tlien  understood,  besides  those  of  Rome  and 
of  contemporary  France  and  Germany.  The  eighteenth- 
century  gardens  at  Kew  and  elsewhere  contained  imitations 
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of  Moorish  pavilions  and  Turkish  mosques,  as  well  as  their 
Greek,  Roman,  Gothic,  and  Chinese  structures.  Such  exotic 
models  were  obviously  unsuited  for  any  wide  adoption, 
however,  and  the  same  was  true  of  the  Egyptian  motives 
made  popular  by  Napoleon's  Eastern  campaigns. 

The  '* Italian  style,'*  Serious  productions  outside  the 
classical  and  romantic  movements  resulted  first  from  the  study 
of  the  Italian  styles  of  the  Renaissance.  Appreciation  of 
these  was  a  by-product  of  the  Italian  sojourn  which  formed 
part  of  the  traditional  education  for  clients  as  well  as  for 
architects.  The  classicists  appreciated  first  the  buildings  of 
the  High  Renai.ssance,  at  once  most  classical  and  most  in  view 
in  the  tourist  centers,  Rome  and  Venice.  Percier  and  Fontaine, 
in  two  works  devoted  to  the  Roman  palaces  (1798)  and  villas 
(1809),  were  among  the  earliest  to  call  attention  to  the  style 
and  to  make  drawings  available  for  imitation.  The  romanti- 
cists, a  little  later,  extended  their  admiration  from  the  medieval 
buildings  of  Italy  to  those  of  the  earliest  Renaissance  in 
Florence.  Fruits  of  these  appreciations  were  as  usual  a 
decade  or  two  in  appearing  in  current  practice.  By  1820, 
however,  the  old  Opera  House  in  Paris  was  built  in  the  style 
of  the  Basilica  at  Vicenza,  and  numerous  other  buildings 
recalled  the  arch  orders  or  columnless  fagades  of  the  Italian 
palaces.  Germany  took  the  lead  in  1825-30,  with  buildings 
by  Klenze  and  Gartner  in  Munich — the  Pinakothek  with  its 
pilastered  arches,  the  Konigsbau,  the  Ministry  of  War,  and  the 
Royal  Library,  with  their  novel  suggestion  of  the  Pitti  Palace 
and  other  Florentine  designs.  In  England  the  Italian  manner 
came  in  with  Barry,  who  adopted  it  as  the  most  suitable  ex- 
pression for  the  London  clubs,  of  which  his  Travelers'  Club, 
1829-31,  initiated  a  long  series. 

Later  developnents .  With  the  advent  of  the  ** Italian" 
style,  as  it  was  called,  the  field  was  open  for  imitations  and 
inspirations  of  the  greatest  variety.  The  material  was 
furnished  not  only  by  individual  observation  but  by  a  multi- 
tude of  special  publications  concerning  monuments  of  the 
most  diverse  styles.  In  practice  a  general  tendency  to 
follow  more  and  more  recent  styles,  like  the  baroque,  aca- 
demic, and  rococo,  may  perhaps  be  discerned — following  the 
repetition  of  historv  already  begun  by  the  successive  imita- 
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tion  of  classic,  Gothic,  and  Renaissance;  but  the  development 
is  neither  a  universal  nor  a  re^lar  one.  It  thus  becomes 
necessary  to  sketch  the  trend  of  subsequent  developments  in 
each  countty  singly,  rather  than  to  seek  to  follow  this  or  that 
stylistic  thread,  often  confusedly  interwoven  with  others  even 
in  the  work  of  an  individual  architect.  Although  manifesta- 
tions of  the  eclectic  movement  appear  in  all  countries,  there 
are  marked  differences  in  its  strength.  Germany,  whose 
scholars  took  the  lead  in  historical  study  of  architecture,  gave 
itself  freely  to  experiment  with  varied  historic  modes  of 
expression,  whereas  England,  torn  by  its  furious  struggle 
between  classicism  and  romanticism,  came  late  to  a  really 
eclectic  standpoint,  and  France,  more  than  the  others,  re- 
mained true  to  the  classical  tradition.  In  proportion  to  the 
adoption  of  eclectic  practice  there  appeared  another  general 
phenomenon  which  may  be  noted  here  once  for  all.  This  was 
the  increasing  gulf  between  the  few  designs  of  trained  archi- 
tects and  the  great  mass  of  buildings  erected  by  men  who 
were  no  longer  sustained  by  a  traditional  knowledge  of  any 
one  or  even  two  sets  of  fonns,  and  who  could  not  adequately 
master  others  even  if  they  would. 

Germany:  Munich.  In  Germany,  eclecticism  dominated 
architectural  practice  from  1825  to  1890.  Within  this  time 
falls  the  phenomenal  growth  of  German  cities,  which  thus 
bear  deeply  the  im])ress  of  the  movement.  The  first  of  them 
to  receive  it  was  Munich,  essentially  the  creation  of  Ludwig  I. 
(1825-48),  under  whose  personal  inspiration  Klenze  and 
Gartner  turned  now  to  Greece,  now  to  Italy,  now  to  the  Mid- 
dle Ages.  Ludwig's  successor,  Maximilian  II.  (1848-64),  gave 
his  eclecticism  a  diiTercnt  fonn,  wishing  to  create  a  new  style 
by  a  combination  of  elements  from  the  older  ones.  The  task 
fell  to  the  architect  Biirklein,  whose  buildings  are  effective  in 
their  balanced  yet  ])icturcsque  composition  and  in  their 
rhythmical  subdivision  into  bays,  but  suffer  so  much  from  their 
poverty  of  execution  as  to  have  discredited  the  attempt. 

Dresden  and  \'icnna.  A  man  of  powerful  personality, 
Gottfried  Semper  (1S04-79),  ^^^^  meanwhile  turned  the  scale 
in  favor  of  tlie  Italian  Renaissance  by  his  buildings  in  Dresden, 
especially  the  Court  Theater  (1838-41,  Fig.  264).  Semper 
was  also  one  of  the  creators  of  modern  Vienna,  in  the  vast 
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buildin;;s  of  the  magnificent  RitiKstrasse  on  the  lines  of  the 
fortifications  removed  in  1858-60.  A  bei:;inninK  had  been 
m;ide  in  Fcrstel's  Votive  Church  and  in  the  Opera  House 
built  by  Van  der  Niill  and  Siccanlsbur}f  in  1861-69,  with  forms 
reminiscent  of  the  French  Renaissance  under  Francis  I, 
Semper,  in  his  desifjns  for  the  extension  of  the  Imperial  Palace, 
with  the  Court  Theater  (1871-80)  and  the  Museums  of  Art 
and  of  Natural   History   (1870-89),  continued  to  draw  his 


suKs^ciitiim  fmni  the  Italian  styles.  Iwt  now  with  a  slrcjnj,' 
leuniny;  toward  the  ^'randiosc  effects  of  the  bannjuc.  Amonj; 
the  later  biiildin^s  of  ijiu  Rin),'stras,se  are  the  Rathaus  (1873- 
83).  liuilt  by  Frifdrich  Schmidt  with  Oerman  Gothic  fonns, 
the  University  and  tlie  Palace  iif  Justice,  with  a  mixture  of 
French  and  It[ilian  Renaissance  forms,  and  the  Houses  of 
Parliament  (1874-83)   with  the  fonns  of  neo- Hell  en  ism. 

Berlin,  Lci[>-ig.  and  Sirasburg.  With  the  founding  of  the 
German  Empire  be);an  a  period  of  predominance  for  Berlin, 
dist!n;,aiis]K'cl  especially  by  the  building  for  the  Reichstag 
(18S2-94)  by  Wallot.  and  of  the  cathedral  (1888-95)  by 
RaschdorlT.     The   architectural   forms  adopted   as   a  basis, 
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sometimes  academic,  sometimes  Renaissance,  were  as  a  rule 
j:^eatly  modified  by  the  influence  of  the  baroque,  and  showed 
the  study  of  German  even  more  than  of  Italian  examples. 
This  style,  backed  by  the  influence  of  the  court,  has  remained 
in  favor  for  governmental  buildings  in  spite  of  the  efforts  of 
the  modernists.  One  of  its  principal  contemporary  adherents 
is  Ludwig  Hoffmann,  who  achieved  success  with  the  Imperial 
Supreme  Courts  in  Leipzig  (1884-95)  and  still  retains  the 
leadership  of  the  conservatives.  A  third  monumental  creation 
of  the  new  German  Empire  is  the  imposing  group  of  buildings 
erected  in  Stnisburg  about  1890,  in  academic  and  baroque 
fonns.  For  religious  l:>uildings  the  medieval  styles  have 
continued  to  be  generally  preferred,  while  for  town  halls  late 
Gothic  or  German  Renaissance  forms  have  been  frequently 
employed. 

Eclecticism  in  England.  In  England  eclecticism  remained 
for  a  long  time  less  the  result  of  conscious  tolerance  than  the 
unintentional  product  of  warring  factions,  each  of  which 
insisted  on  the  universal  superiority  of  its  chosen  style.  The 
classical  side  was  chiefly  maintained,  after  1840,  by  adherents 
of  a  somewhat  free  rendering  of  antique  or  Italian  motives, 
allied  to  the  French  neo-grec.  Their  principal  representatives 
were  Cockerell,  best  known  for  his  restrained  designs  for 
branches  of  the  Bank  of  England,  and  Pennethome,  whose 
University  of  London  (1869),  originally  designed  in  Gothic 
forms,  retains  a  vertical  movement  in  its  rich  Venetian  garb. 
Although  Victorian  Gothic  also  had  its  wide  variety  of  proto- 
tyi)cs,  final  acce])tancc  of  the  principle  of  general  liberty  of 
choice  scarcely  came  before  1870.  The  style  which  then 
obtained  the  ])reference  was  no  one  of  those  previously  favored^ 
but  the  so-called  "Queen  Anne."  This  took  its  suggestion 
from  the  vernacular,  half-classic  English  domestic  architecture 
of  the  late  seventeenth  and  early  eighteenth  centuries,  but 
sought  a  free  adaptation  to  practical  requirements  and  left 
considerable  liberty  to  the  personality  of  the  individual 
architect.  Such  individuality  was  also  exercised  in  certain 
ex])eriments  with  other  styles,  while  the  Gothic,  on  the  whole, 
remained  the  rule  for  churches,  as  it  remains  in  England  even 
to  the  present  day. 

''Qiiccn  Ajiuc"  and  ''Free  Classic.''     The  creators  of  the 
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Queen  Anne  were  Eden  Nesfield,  in  his  lodges  nt  Rc(:;cnt's 
Park  (1864)  and  Kew  (1866),  and  Norman  Shaw  in  his  office 
building,  New  Zealand  Chambers  (1873,  Fig.   265).     These 
buildings  had  the  frank  expression  of  a  variety  of  materials 
which  the  Gothic  school  had  initiated,  forms  recalling  the 
Dutch  character  which  reigned  in  the  English  architecture  of 
William  antl  Anne,  and  an  individuality  of  combination  which 
was  modem.     The  union  was  timely,  and  buildings  in  the  same 
general  manner  multijilied.   They  included  not  only  residences, 
to  which  the  founders  of  the  style  and  many  others  devoted 
themsel\-cs  with  results  of  uncommon 
livableness,  but  also  more  ambitious 
buildings  such  as  banks  and  theaters, 
in   which  its  residential  origin  and 
smallness  of  scale  rendered   it  less 
monimiental    than    picturesque.      A 
higher  degree  of  monumcntality  be- 
gan to  Ik;  sought  during  the  nineties 
through  the  rein  troduct ion  of  Palla- 
dian  elements.     Thus  was  produced 
the    so-called    "Free    Cla,ssic" — a 
species  of  baroque  in  which  individual 
lilxfrty  continued    to   hold   a   large 
place^which    has    dominated    the 
public    and    urban    architecture    of 
England  until  very  recently.     Among 
its  adherents  may  be  mentioned  Jolin 
Belcher,  whose  Institute  of  Chartered 
Accountants,  181)5,  was  the  manifesto 
of  the  sch(.K)l,  and  .Sir  Aston  Webb. 
Within  the  last  five  years  a  tendency     - 
has  been  visible  to  return  to  more     j.,,.    j(,-_.|  iim),,^     si  w 
strictly  academic  forms,  encouraged     /kai.and  <  kamiikms. 
by   the   teaching   of  the  Ecole  des     iMiiiii>irs) 
Beaux-Arts  and  the  rcv'ersion  to  clas- 
sical architecture  in  America.    The  facade  of  the  Royal  Auti>- 
mobile  Club  ( [■)  T  [),  modele<l  on  the  buildings  of  the  Place  de  la 
Concorde,  is  one  (jf  the  earliest  and  most  striking  instances. 

Other  styles.     Beside  this  main  tide  of  eclecticism  in  lingland 
has  run  a  continuimce  of  the  medieval  tradition — now  no  longer 
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regarded  as  a  counter-current — in  the  building  of  country 
houses  and  cliurchcs.  Here  Scdding,  Eotiley,  Pearson,  and 
others  have  worked  within  a  chosen  range  of  historic  national 
forms,  scrupulously  resjjecting  honesty  of  materials  and  work- 
manship. They  have  contrived  to  give  their  designs  a  personal 
impress  and  at  the  same  time  to  come  nearer  the  spirit  of  the 
old  masters  than  had 
their  predecessors 
whose  imitations  were 
more  literal  (Fig.  267). 
The  simple  countn' 
]xirish  churches  es- 
pecially they  have  en- 
dowed with  a  de\'D- 
tional  character  and  a 
suitabihty  to  the  land- 
scape which  had 
hitherto  escaped 
modem  architecture 
(Fig,  268).  As  the 
Anglican  church  has 
appropriated  the 
medieval  architecture 
of  England,  the 
Roman  church  there 
has  turned  to  other 
st\-]es.      Thus,    since 

FIG   .266— LONIMIN.     WKSTMINSTER  CATHEDRAL        iS'q:;.  m  the  Cathcdfal 

of  Westminster,  J.  F. 
Bentley  has  employed  fomis  predominantly  Byzantine,  securing 

an  interior  of  vast  spatial  effect  and  deeply  religious  character 
(Fig.  2O6).  Tlie  variovis  dissenting  sects  have  continued  their 
Iraditinns  liy  t'ollowin!;  mainly  the  current  classical  or  baroque 
styk's.  Until  recently  it  was  not  wholly  unusual  to  find  more 
exotic  styles  e^^sriycd  in  secular  architecture  as  well  as  in  re- 
ligious. Thus  Alfred  Watcrlinusc  emijloyed  a  personal  variety 
rif  Romancstjucin  his  monumental  Museum  of  Natural  Historj- 
itt  S^mh  Kensiii!;tnn,  and  Aston  Webb  and  Ingress  Bell  made 
use  iif  a  moiiified  French  Reniiissance  in  the  Law  Courts  at 
iiinningliam.     Of  late  years,  however,  eclecticism  in  England 
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has  become  less  personal,  and  the  individualists  are  to  be  found 
rather  among  those  who  abjure  all  historic  forms. 

Eclecticism  in  France,  Secular  buildings.  In  France,  where 
congruity  with  a  taste  developed  on  classical  architecture  is 
the  criterion  of  every  experiment  in  other  styles,  eclecticism 


was  relatively  a  matter  of  nuances,  except  in  churches  and 
country  villas.  The  Italian  manner  of  the  thirties  was 
followed  by  a  minglinj^  of  Italian  and  Greek  influences  in  the 
so-called  neo-grec.  Labrouste,  Due,  and  Duban.  the  first 
pensioners  of  the  French  Academy  to  study  the  temples  of 
Pa;stum  and  other  Greek  monuments,  were  the  leaders  of  the 
movement  in  Franci.'.  It  foiind  expression  in  Duban's 
Bramantesqnc  work  at  the  Ecole  dcs  Beaux-Arts  (1832-62) 
and  Labrouste's  refined  fa(,-iKle  of  the  Library  of  Sainte  Gcne- 
\'i(?ve  (184,5-50,  Fig.  r6y),  where  Greek  delicacy  of  profiling 
was  employed  in  a  fagade  reminiscent  of  the  Tuscan  palaces. 
The  contemporary  interest  in  things  romantic  and  national 
led  to  a  revival  of  the  style  of  the  French  Renaissance,  stimu- 
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lated  especially  by  tlie  enlar^'emcnt  of  the  H6tcl  de  Ville  in 
Paris  (1836-54)  and  its  rebuilding  after  the  Commune.  Under 
the  Second  Empire  a  |>owerful  impulse  toward  the  baroque, 
which  so  well  expressed  a  luxurious  society,  was  given  by  a 
genius  of  the  first  order,  Charles  Gamier.  In  the  Paris 
Opera  {1861-74,  Fig.  270)  he  took  suggestions  from  the  late 
Venetian  forms,   in  the  Casino  at  Monte   Carlo,  from  the 


Roman  Ixiroque.  employed  with  a  technical  facility  and  a 
■jrofusion  of  detail  which  were  his  own.  In  the  widened 
conception  of  (he  classic  which  still  dominated  French  archi- 
teclui-c  oti  its  fomiiil  side,  the  influence  of  Gamier  has  long 
coniinuca  to  hv  fvlt.  Thus  the  MusC-u  GalHi^ra  by  Ginain, 
the  I'ciit  Pal:iis  dcs  Beaux-Arts  by  Giniult  (1900).  in  the  main 
perpi-tuate  his  tnnlitions. 

Chiirclics.  Ill  the  Imildinj;  of  churches  the  identification  of 
Chrisii;itiiLy  with  the  Middle  Ages  led  to  wider  departures 
from  the  classic  than  in  seciilar  buildings,  even  where  romanti- 
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asm  did  not  dictate  the  adoption  of  Gothic.  The  Romanesque 
was  chosen  as  a  compromise  even  before  1840,  and  after  that 
date  churches  in  that  st>'le  multipHed  in  the  metropolis  as 
well  as  in  the  provinces.  The  variant  which  came  to  be 
preferred  was  one  reminiscent  of  the  buildinj^s  of  Angoulgme 
and  Aquitaine,  with  their  suggestion  of  Byzantine  forms. 
The  most  conspicuous  example  is  tlie  great  church  of  the 
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Sacred  Heart  at  Montmartre  by  Abadie  and  Daumct,  bc^un 
in  1873  {Fit;.  ^7  0-  Its  elevated  site,  lofty  domes,  and  gleam- 
ing  whiteness  make  it  a  striking  object  in  the  panorama  of 
Paris.  In  other  churches  of  the  latter  half  of  the  century, 
such  as  Saint  Au},'iistin  and  Sainte  Trinitd,  Renaissance  forms 
have  reasserted  themselves,  although  rarely  without  bein;; 
tinged  by  Byzantine  or  other  medieval  influences.  Finally 
in  the  commemiirativc  chape!  for  the  victims  of  the  Charity 
Bazaar  fire,  Guilbert  has  expressed  the  devotions  of  the 
fashionable  world  in  the  facile  modem  baroque. 

Domestic  architeclure.  Domestic  architecture  has  also  had 
its  cxiieriments  with  Gothic  and  other  styles,  but,  so  far  as 
urban  dwellings  are  concerned,  has  tended  to  revert  to  the 
French  urljan  architecture  par  excellence,  that  of  the  eighteenth 
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century,  wliidi  still  rcsjx>nds  almost  com])letcly  to  needs 
which  have  changed  but  little.  The  small  country  villa  or 
cottage,  however,  has  jiresenled  a  problem  relatively  new  to 
the  French,  which  they  ha\'e  tried,  with  less  success,  to  solve 
by  picturesque  designs  suggested  by  English  or  Swiss  examples. 


Oilier  European  countries.  Bclf,im».  Italy.  In  other  Euro- 
pean cinintrics  there  are  certain  buildings  which  must  not  be 
overlooked,  the  products  of  national  movements  of  importance. 
Th\is  in  Belgium  the  pmsperily  experienced  under  Leopold  II. 
(iH65-i()0(j)  resuUe<I  in  a  snmi>Uiiius  rebuilding  of  Brussels. 
The  most  nnlable  <.>{  the  new  o)nslruetions  was  the  huge 
Palais  de  justice  (if^f)fi  .S,?).  by  Poehiert.  Here  an  eclectic 
nifKlification  of  classic  f'lniis  by  an  admixture  of  elements 
sugj^esiing  the  Orient  has  prmluceil  effects  of  the  most  monu- 
mental chamcler  (Fig.  272).  Italy,  on  its  achieving  liberty 
and  unity  in  iS6t,  entered  a  period  of  development  which  had 
also  its  amwquences  in  the  arts.  The  monument  to  Victor 
Emmanuel  11.  in  Rmne  by  Count  Giiisepije  Sacconi.  begun  in. 
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1884  and  dedicated  in  191 1,  was  designed  to  symbolize  the 
triumph  of  Italian  nationality.  Rivaling  the  work  of  Poelaert 
in  vastness,  it  also  shows  his  influence  in  the  forms  of  detail, 
at  once  classic  and  novel  (Fig.  273).  The  two  buildings  are 
the  most  notable  examj^lcs  of  the  younger  phase  of  eclecticism, 
which,  not  content  to  adoi)t  historical  styles  in  their  integrity, 
has  wished  to  make  new  svnthescs  of  historical  elements. 

Contributions  of  the  eclectic  moi^ement  to  the  development  of 
types  of  buildings.  The  specific  contributions  of  the  eclectic 
movement  to  the  development  of  types  of  buildings  were 
necessarily  formal,  and,  to  a  large  degree,  second-hand.  Thus 
the  movement  in  general  placed  the  seal  of  its  approval  on  the 
types  already  created  by  the  classical  movement  for  govern- 
ment buildings,  banks,  exchanges,  and  theaters,  on  the  types 
created  by  the  romantic  mo\^ement  for  churches,  town  hails, 
and  rural  dwellings.  In  such  buildings  the  changes  introduced 
by  eclecticism  were  relatively  slight,  such  as  the  tingeing  of 
classicism  by  Palladian  or  baroque  forms,  or  the  replacing  of 
Gothic  forms  by  those  of  the  northern  Renaissance.  For 
certain  types,  to  be  sure,  these  eclectic  molds  have  become 
very  finnly  established.  The  French  town  hall  has  become 
almost  unifonnly  an  adaj)tation  of  national  Renaissance  forms 
as  found  in  the  old  Hotel  de  Ville  of  Paris.  Administrative 
buildings  for  government  departments,  which  have  multiplied 
during  the  period  all  over  the  world,  have  acquired  an  inter- 
national physiognomy  of  Renaissance  or  post-Renaissance 
motives.  Many  types  but  newly  created,  such  as  modem 
universities,  jniblic  libraries,  baths  and  welfare  institutes, 
raihvav  stations  and  hotels,  received  their  first  treatment  in 
these  ])rcferred  styles  of  eclecticism,  and  have  tended  to  retain 
the  impress.  In  one  young  and  notable  group,  the  museimis 
of  history  and  art,  a  jx^culiar  appropriateness  has  been  felt  in 
cni])]()yin^'  fonns  characteristic  of  the  age  or  region  from  which 
()l)iccts  exhibited  come,  and  the  same  tendency  has  manifested 
itself  in  the  national  and  local  buildings  at  international 
ex])ositions.  In  buildings,  the  exteriors  of  which  are  clothed 
in  one  or  another  garb  of  historic  form,  the  plans  often  show, 
of  course,  the  most  novel  adaptation  to  purely  moderti  require- 
ments. The  striving  to  make  this  adaptation  and  to  bring  it 
to  exi)rcssi()n  in  the  massing  and  subdi\'ision  of  the  exteriors 
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is,  however,  really  opposed  to  the  underlying  ideas  of  eclecti- 
cism and  may  best  be  considered  as  manifestations  of  the 
movement  toward  functionalism. 

Functionalism.  Fundamentally  different  in  direction  from 
the  eclectic  movement,  which  forms  part  of  the  historical 
tendency  of  modem  times,  there  has  developed  in  architecture 
another  movement,  which  is  part  of  the   tendency  toward 
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natural  science.  It  is  at  one  with  the  biological  concept  of 
the  adaptation  of  iovm  to  function  and  environment.  Adapta- 
tion in  both  these  respects  conforms  to  the  philosophical  con- 
cept of  function — the  dependence  of  a  variable  trait  on  other 
variables.  The  conscious  endeavors  in  modem  architecture 
to  make  the  forms  of  individual  members  correspond  to  their 
structural  duties,  to  make  the  asjject  of  buildings  characteristic 
of  their  use  and  ]»urpose.  to  make  the  style  of  the  time  expres- 
sive of  the  distinguishing  elements  in  contemporary  and 
national  culture,  may  thus  be  inclusively  designated  by  the 
name  functionalism. 
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Early  stmcttiral  purism.  In  its  narrower  meaning,  as  a 
striving  for  truth  and  frankness  of  expression  in  structure,  the 
functionalist  tendency  has  been  present  in  many  earher  styles, 
like  the  Greek  and  Gothic.  It  is  thus  not  incompatible  with 
the  modem  use  of  historic  forms.  Such  a  structural  purism 
indeed  has  been,  as  we  have  seen,  a  notable  characteristic  of 
French  architecture  since  the  seventeenth  centur>^ — a  rule  of 
*  'reason ' '  and  *  'good  sense. "  It  manifested  itself  in  the  restric- 
tion of  the  coliunn  by  Soufilot  and  Chalgrin  to  its  original 
function  as  an  isolated  support,  in  rationalization  of  the 
Roman  tritmiphal  arch  at  the  Porte  Saint  Denis  and  the  Arc 
de  I'Etoile.  The  same  tendency  appeared  among  the  partisans 
of  Gothic  architecture,  who  claimed  a  superiority  for  their 
style  in  functional  expressiveness.  The  writings  of  Pugin, 
indeed,  state  the  structural  theory  in  completeness:  *' There 
should  Ixj  no  features  about  a  building  which  are  not  necessar\' 
for  convenience,  construction,  or  propriety,"  and  *'A11  orna- 
ment should  consist  of  enrichment  of  the  essential  construction 
of  the  building."  The  conclusion  drawn  by  Pugin,  however, 
was  that  Gothic  forms  should  be  emi:)loyed,  and  this  was  the 
burden  also  of  the  early  rationalistic  writings  of  Viollet-le-Duc. 
Likewise  content  with  an  inspiration  from  historical  forms 
were  Gottfried  vSemper  and  William  Morris,  although  their 
writings  were  contril.)utiTig  powerfully  to  the  idea  of  a  purely 
modern  style  based  on  considerations  of  material  and 
technique. 

The  theories  of  environment  and  eivlution.  Reaction  against 
historical  tendencies.  For  the  development  of  such  a  modem 
style  a  broader  cultural  foundation  had  gradually  been  in 
])rocess  of  creation  since  the  later  days  of  the  eighteenth 
century.  Herder  and  Madame  de  vStael  enunciated  the 
jmnciple  of  national  individuality  and  organic  evolution  in 
literature;  Hegel  generalized  the  doctrine  into  a  philosophy  of 
history  and  art;  Schnaase  made  concrete  application  of  it 
in  his  (icschichfe  der  hildenden  Kiinste  (1843-64),  where  he 
traced  for  the  first  time  tlie  relation  of  the  art  of  different 
countries  to  enviroiiinent,  race,  and  beliefs.  Taine  gave  the 
idea  its  ultimate  fonnulation  and  a  wide  popularity.  Parallel 
with  all  tliis  there  c^anie  recognition  of  the  importance  of 
evolution  and  en.vironment  in  the  natural  w-orld,  culminating 
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in  the  biological  theories  of  Danvin,  and  also  the  application 
of  the  principle  of  nationalities  in  political  affairs,  in  the 
unification  of  Italy  and  Germany.  The  reaction  against 
historical  tendencies  of  all  sorts  showed  itself  likewise  in 
creative  art,  in  the  radicalism  of  Nietzsche,  Zola,  Ibsen,  and 
Tolstoi  in  literature,  of  Millet,  Manet,  and  Chavannes  in 
painting,  of  Meunier  and  Rodin  in  sculpture,  and  Wagner 
in  music. 

Modern  material  civilization.     At  the  same  time  came  the 
marvelous  material  development  of  the  nineteenth  century, 
depending  on  utilitarianism  and  applied  science,  which  has 
changed   with   ever   increasing   rapidity   the   existing   social 
conditions,  the  prevailing  types  of  buildings,  the  materials, 
and  the  structural  systems.     Everything  has  contributed  to 
the  concentration  of  population  in  cities,  which,  especially 
in  America  and  in  Germany,  have  had  the  most  fabulous  and 
sudden  growth.     While  the  middle  class  has  multiplied  and 
reached  a  degree  of  comfort  hitherto  unknown,   there  has 
developed  on  the  one  hand  an  aristocracy  of  wealth  and  on  the 
other  an  organized  proletariat.     Capitalism  has  brought  with 
it  vast  factories,  stores,  and  office  buildings,  steam  transp)ort 
has  created  railroad  and  dock  buildings,  palatial  hotels  for 
travelers,  and  great  international  expositions.     Sanitation  and 
altered  social   theories  have  revolutionized   the  building  of 
schools,  hospitals,  asylums,  and  j)risons,  as  well  as  the  housing 
of    the    working    classes.     Philanthropy    has    endowed    free 
libraries,   settlements,   and   welfare   institutions  of  all  sorts. 
Economic  i)rcssure  has  led  to  a  striving  for  the  most  efficient 
emplo\'Tnent  of  space,   time,   and   technical  resources.     The 
generous  excess  of  strength  characteristic  of  most  earlier  styles 
has  become  often  impractical.     The  emplo\Trent  of  iron  and 
steel  has  brought  new  possibilities  in  the  spanning  of  openings 
and  interior  space,  and  a  new  statical  theor\',  which  has  fun- 
damentally altered  esthetic  principles  as  well.     Other   new 
materials  have  multii)lied  daily,  while  cheap  transportation 
has  made  them  available  everywhere  and  tended  to  break 
down  local  ]:)eculiarities. 

Characteristics  of  fiinctionalism  in  architecture.  Since  the 
middle  of  the  nineteenth  century  all  these  forces  have  produced 
a  body  of  architecture  which,  in  spite  of  its  variety,  has  a 
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fundamental  unity  in  its  stri\'inj;  for  functional  expression. 
Sometimes  the  attempt  has  been  to  j^ve  to  new  materials  like 
steel  or  f^lass,  or  new  systems  of  construction  like  reinforced 
concrete,  a  form  suKRested  by  their  own  properties.  Some- 
times the  effort  has  been  to  express  on  the  exterior  of  buildings 
the  function  of  each  of  their  comjxjnent  elements,  and  to 
endow  each  building  as  a  whole  with  a  specific  character  in 


FIU.  274 — rAKlS,       Ri;ADlN(i-RO<lM  (IF  THE  UlltLIOTHEQUE 

confon-nity  with  its  iJuriMisc.  Mnre  recently  there  has  been 
a  tcnilcncy  nut  to  remain  satistieil  unless  all  the  forms  em- 
])l(iyc(l.  cvc'ii  in  the  solution  of  time-honnretl  problems,  owe  as 
liuic  as  possible  to  the  historic  slyles,  and  thus  are  i>eculiarly 
and  emphatically  modern. 

I>c:rl.>[>iin-iil  i<J  fiiuilioitalism.  Expression  of  structure.  At 
the  oulsi't  (if  the  duvtlopmL-nt  of  funetionahst  architecture  its 
priiKiiiles  wvrc  broaiUy  stateil,  but  the  application  made  of 
them  was  ri'Uitivi'ly  liiniled.  With  the  conviction  that  the 
historic  si  ylis.  if  rirciiilfi-Uirf  were  oul^Towths  of  contemporary 
condiliuns  of  raci-,  dimatf,  reliL;ion,  and  society,  there  had 
arisen  a  belief  iha!  imitation  ol  those  styles  in  modem  build- 
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ings  was  inappropriate,  and  that  a  wholly  new  style  must  be 
developed,  suggested  by  modem  conditions  and  modem 
problems.  This  was  the  later  gospel  of  Viollet-le-Duc  in  his 
Entretiens  sur  V architecture  (1863-72),  and  of  Fergusson  in 
his  History  of  Architecture  (1865-67).  The  scientific  and 
utilitarian  tendency  of  the  day,  however,  made  the  criterion 
of  style  primarily  a  matter  of  structural  system,  and  the  hope 
of  the  advocates  of  modernity  of  style  thus  lay  in  the  effort  to 
find  suitable  expression  for  new  methods  of  construction. 

Construction  in  iron.  The  novel  constructive  material  of 
the  day  was,  of  course,  iron,  whether  cast  or  wrought,  which 
had  been  coming  into  use  for  utilitarian  constructions  since 
the  early  years  of  the  centurv'.  The  dome  of  the  Halle  au 
B16  in  Paris  had  been  reconstructed  in  iron  in  181 1,  the  Menai 
Suspension  Bridge,  with  its  unprecedented  span,  had  been 
built  in  1819-26.  Although  the  elaborate  mathematical 
calculations  of  strength  in  the  new  material  tended  to  with- 
draw such  constructions  from  the  architect's  domain,  efforts 
were  not  lacking  on  the  part  of  architects,  even  before  the 
theoretical  writings  just  mentioned,  to  employ  iron  in  a 
manner  at  once  frank  and  artistically  satisfactory.  The  most 
notable  instances  of  this  were  the  great  reading-rooms  of  the 
Librar\'  of  Sainte  Genevieve  (1843-50)  and  of  the  Biblio- 
th^que  Nationale  (1855-61,  Fig.  274)  where  Labrouste 
employed  iron  columns,  \'ery  slender  and  widely  spaced,  sup- 
porting spherical  vaults  of  metal  plates.  In  these  buildings 
the  facades  were  of  masonry,  with  no  exterior  expression  of 
the  iron  work.  In  the  great  market  buildings  known  as  the 
Hallcs  Centrales,  by  Ballu  (1851-59),  the  exterior  also  dis- 
played its  constniction  of  iron  columns  covered  with  zinc. 
It  was  arid,  yet  in  harmony  with  the  practical  character  of 
the  buildings.  Of  metal  alone,  and  only  made  possible  by 
metal,  have  been  the  more  recent  suspension,  arch,  and  canti- 
lever bridges,  with  their  enormous  spans,  as  well  as  the 
gigantic  E)iffel  Tower  in  Paris  (1889),  which,  like  many  of  the 
bridges,  combines  grace  with  absolutely  frank  confession 
of  structure. 

Glass  and  iron.  For  inclosed  buildings  wider  possibilities 
were  secured  by  the  use  of  glass  as  a  filling  between  the 
supports.     Structures  of  glass  and  iron  had  early  been  intro- 
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duced  for  the  cultivation  of  plants,  and  a  similar  structure  was 
suggested  by  the  horticulturist  Paxton  for  the  international 
exposition  at  London  in  185 1.  There  resulted  a  sort  of  vast 
conservatory,  which  was  made  permanent  in  the  Crystal 
Palace  at  Sydenham,  1852-53,  and  was  widely  influential  in 
stimulating  construction  in  glass  and  iron  or  steel.  In  some 
later  buildings  the  roof  only  was  of  glass,  as  at  the  Palais  de 
r Industrie  for  the  Paris  Exposition  of  1855  and  a  multitude  of 
later  museum  buildings,  consisting  in  eflect  of  vast  covered 
courts.  In  other  buildings  the  roof  was  largely  solid,  the  walls 
almost  entirely  of  glass,  as  in  the  buildings  of  the  Paris  Exposi- 
tion of  1878.  There  has  been  a  general  tendency,  owing  to 
excess  of  sunlight,  heat  and  cold,  to  recede  from  the  extreme 
areas  of  glass  at  first  employed,  but  in  urban  shop  fronts  where 
light  and  exhibition  space  are  naturally  the  great  desidera- 
ta, the  glass  has  been  kept  at  a  maximum.  A  notably  suc- 
cessful solution  of  such  a  problem  with  visible  structural  steel 
work  is  the  Grand  Bazar  de  la  rue  de  Rennes,  in  Paris  (Fig. 
276). 

Stone  and  iron.  Experiments  to  devise  novel  structural 
systems  with  materials  long  in  use,  or  with  a  combination  of 
old  and  new  materials,  have  also  not  been  wanting.  In  the 
Vestibule  de  Harley  (1857-68)  at  the  Palais  de  Justice  in 
Paris,  J.  L.  Due  employed  a  s\'stcm  of  ribbed  stone  vaulting 
which  was  neither  Gothic  nor  classical,  but  resulted  from  an 
independent  analysis  of  his  structural  j)roblem.  VioUet-le- 
Duc  himself  made  designs  showing  the  frank  emplo^inent  of 
iron  in  connection  with  walls  and  vaults  of  masonry  and  tile, 
which  were  a  good  deal  followed,  although  mainly  in  utilitarian 
constructions. 

Ferro-concrcic.  A  further  application  of  steel  has  been  in 
connection  with  concrete.  The  emplo\Tnent  of  Portland 
Cement  as  a  building  material,  which  rapidly  increased  in  the 
later  years  of  tlie  nineteenth  century,  gave  to  concrete  a  much 
greater  e( )ini)ressi ve  strength.  During  the  same  time  inventors 
were  attein])tiiig  to  strengthen  the  concrete  still  further  by 
building  in  a  network  of  iron  rods.  This  composite  construc- 
tion, j)o])ularize(l  by  the  Frenchman  Joseph  Monier  after  186S, 
lias  recei\'e(l  the  names  ferro-concrete,  armored  concrete,  or 
reinforced  concrete.     Its  merit  consists  in  that  it  employs  steel 
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and  concrete  in  such  a  way  that  each  material  contributes  the 
elements  of  strength  for  which  it  is  best  fitted — the  concrete, 
compressive  strength  and  indifference  to  fire,  the  steel,  tensile 
strength  and  resistance  to  shearing.  Theoretical  study  and 
practical  experience  have  kept  pace  in  the  design  and  construc- 
tion of  piers,  girders,  floor  slabs,  and  arches  of  the  new  material, 
which  combines  the  possibility  of  wide  spans  with  cheapness 
and  security.  The  method  of  execution  is  the  pouring  of  the 
freshly  mixed,  semi-liquid  concrete  in  temporary  forms  of 
wood  or  metal,  within  which  have  first  been  placed  the  rein- 
forcing bars,  in  the  position  where  tensile  or  shearing  stresses 
may  occur.  The  temporary  forms  constitute  one  of  the 
greatest  items  of  expense,  and,  since  they  cannot  be  eliminated, 
current  experiments  are  now  directed  to  the  devising  of  forms 
which  may  be  used  over  and  over.  Owing  to  the  fact  that  the 
steel  reinforcement  of  each  member  is  already  incorporated 
in  a  protecting  mass  of  concrete,  and  owing  to  the  difficulty  of 
casting  thin  walls  of  the  material,  there  is  less  temptation  with 
ferro-concrete  than  with  other  fireproof  systems  to  disguise  the 
essential  members  of  the  framework  with  enveloping  walls. 
Aside  from  this  frank  articulation  of  structure,  a  variety  of 
characteristic  decorative  treatments  has  been  devised,  such  as 
the  emlxjdding  of  tile  patterns  in  the  surface  of  the  concrete, 
and  the  creation  of  grooves  by  blocks  nailed  inside  the  forms. 
Thus,  esixicially  for  utilitarian  buildings,  some  highly  interest- 
ing results  have  already  been  attained  both  in  light  and  in 
massive  construction. 

Other  materials.  Independent  of  the  novel  structural 
systems,  and  earlier  than  the  latest  developments  just 
described,  came  a  revival  of  certain  neglected  materials, 
especially  brick  and  terra  cotta.  Philip  Webb  initiated  the 
movement  by  using  brick  in  William  Morris's  *'Red  House" 
at  Bexley  Heath  (1859).  In  the  architecture  of  England  and 
America  during  the  following  j)eriod  it  has  received  a  variety 
of  interesting  treatments  through  the  use  of  different  bonds, 
the  varying  of  the  width,  depth,  and  color  of  the  mortar 
joints,  and  the  em])lo\Tnent  of  a  variety  of  colors  and  patterns. 
Terra  cotta,  hitherto  used  mainly  for  friezes  and  ornamental 
detail,  became  available,  as  a  result  of  improved  methods  of 
manufacture,  for  whole  buildings,  the  Museum  of  Natural 
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History  at  South  Kensington  (1868-80)  being  a  notable  early 
example.  The  possibilities  ultimately  reachfid — impervious 
white  structural  terra  cotta,  besides  a  wide  range  of  permanent 
colors — ^with  the  advantages  of  cheapness,  resistance  to  fire, 
and  case  of  reproducing  ornament — have  given  the  material 
an  ever  increasing  ])opularity.  Efforts  to  give  it  also  a 
characteristic  cx])ression,  through  frank  recognition  of  its 
diiTerences  from  stone  masonry,  have  produced  many  interest- 
ing results. 

Expression  oj  use  attd  character.  Deeply  rooted,  like  the 
striving  for  structural  expression,  has  been  the  attempt  to 
secure  expression  for  the  use  and  character  of  buildings. 
Goethe  had  praised  the  expression  of  character  as  the  highest 
merit  in  architecture;  the  Italian  critic  Milizia,  with  Ruskin 
and  VioUet-le-Duc,  had  a]>i)lied  this  principle  specifically  to 
the  ex])ression  of  the  central  i>urjK)se  and  determining  condi- 
tions of  the  building  in  hand.  The  eclectics  already  recognized 
the  principle  in  part  when  they  chose  for  different  types  of 
biiildings  the  sc\'cral  historic  styles  which  seemed  most 
aj)propriatc  to  their  general  purposes.  The  pioneers  of 
stnictural  functionalism  inevitably  gave  to  many  tvpes  of 
structures,  especially  those  with  exacting  utilitarian  require- 
ments, an  impress  which  was  characteristic  of  their  uses.  The 
desire  for  expression  of  function  has  gone  much  farther,  how- 
ever, influencing  the  ])lan  and  massing  as  well.  It  has  become 
the  object  of  architects  not  merely  to  make  the  interior  ele- 
ments adapted  to  their  puri)ose  in  extent,  in  height,  and  in 
relation  to  one  another,  l)ut  also  to  emphasize  the  existence 
of  each  of  these  elements  on  the  exterior  and  to  indicate  their 
nature  and  relationships  in  such  a  way  that  the  purpose  and 
arrangement  of  the  building  might  be  unmistakable.  For  the 
functionalist  movement  the  i)ractical  development  and  the 
formal  dcvelo])ment  of  t}'i)es  of  buildings  have  thus  become 
logically  insci)arable. 

Contribidious  of  the  functionalist  movement  to  the  developftieni 
of  types.  Theaters.  With  the  multiplication  and  specializa- 
tion of  requirements  and  tyi.)cs  ot  buildings,  it  becomes  im- 
IK)ssil)le  even  to  mention  all  those  of  importance.  It  must 
suffice  to  discuss  orie  or  two  which  are  representative  of  the 
transformations   which   have   taken   place  in  types  already 
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existing  and  of  the  creation  of  wholly  new  ones.  The  the- 
ater is  a  type  which,  already  highly  developed  during  the 
classical  movement,  has  retained  its  importance  and  under- 
gone characteristic  modifications.  The  first  of  these  was  in 
external  expression.  Semper  felt  that  the  stage,  with  its 
fundamental  importance  and  immense  extent,  should  no 
longer  be  kept  under  a  single  roof  with  the  auditorium,  but 
deserv^'ed  independent  recognition,  which  the  growing  practical 
necessity  for  great  height  has  made  permanent.  In  the 
Paris  Oj)^ra  (1861-74)  Gamier  carried  still  further  the  idea 
of  characterization,  emphasizing  on  the  exterior  the  form  of 
the  auditorium  as  well,  so  that  foyer,  auditorium,  and  stage 
form  an  ascending  series,  while  the  stage  entrance,  dressing- 
rooms,  and  administrative  offices  are  all  given  a  frank  and 
suitable  expression  (Figs.  270  and  275). 

Inner  modification  of  the  theater.  The  internal  elements,  the 
auditorium  and  the  stage,  have  likewise  been  modified,  espe- 
cially in  those  theaters  unconnected  with  court  functions  and 
not  intended  for  the  production  of  operas  of  a  conventional 
sort.  Democratic  conditions  have  here  tended  to  do  away 
with  the  tiers  of  private  loges  grouped  in  a  horseshoe,  and  to 
make  the  house  more  nearly  fan-shaped,  so  as  to  give  all  as 
favorable  a  view  as  possible  of  the  stage.  A  similar  arrange- 
ment has  been  introduced,  for  somewhat  different  reasons,  in 
the  theaters  si:)ecially  built  for  performance  of  the  music- 
dramas  of  Richard  Wagner  at  Bayreuth  and  Munich.  In 
these,  as  in  an  ancient  theater,  the  scats  rise  in  a  single  slope. 
The  technical  ai)i3aratus  of  the  vStage,  where  traditional  arrange- 
ments had  retained  their  hold  until  the  last  quarter  of  the 
nineteenth  century,  was  suddenly  transformed  by  the  substi- 
tution of  metal  for  wood  and  of  electric  motive  power  for 
manual  strength.  The  revolving  stage  has  made  possible  a 
hitherto  unhoped  for  rai)idity  in  the  change  of  vScencs,  while 
electric  lighting  has  opened  the  way  for  a  thousand  new  optical 
effects. 

Railway  stations.  Railway  stations  had  their  origin  only 
in  the  thirties;  they  at  once  assumed,  of  necessity,  the  two 
fundamental  forms  which  still  exist — terminal  stations  and 
way  stations.  For  both,  if  they  were  of  sufficient  importance, 
a  single  train-shed  si^anning  tracks  and  platforms  was  soon 
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adopted,  and,  with  the  multiplication  of  tracks  and  the 
employment  of  iron  trusses,  spans  of  over  two  hundred  feet 
were  reached  early  in  the  fifties.  The  part  of  the  station 
containing  the  waiting-rooms  and  offices  gave  opportunities 
for  moniunental  treatment  which  architects  were  quick  to 
realize,  as  in  the  classic  hall  of  Euston  Station  in  London, 
built  by  Hardwick  in  1847.  ^^  the  Gare  de  I'Est  in  Paris 
(1847-52)  a  great  gable  containing  a  single  arched  window 
expressed  on  the  facade  the  form  of  the  train-shed  behind,  and 
a  similar  motive  received  magnificent  treatment  on  a  larger 
scale  in  the  Gare  du  Nord  (1862-64).  At  terminal  stations 
with  the  main  building  at  the  head  of  the  tracks  the  two  sides 
have  generally  been  used  in  Europe  for  arrival  and  departure, 
respectively,  with  si>ecialized  conveniences  for  passengers  of 
a  nimiber  of  different  classes.  In  way  stations,  and  in  terminal 
stations  where  space  has  not  permitted  the  main  building  to 
be  at  the  end,  a  depression  or  elevation  of  the  tracks  has  made 
possible  direct  access  to  all  the  platforms.  Where  steam  is  the 
motive  power  the  smokiness  of  the  inclusive  train-sheds  has 
led  increasingly  to  the  substitution  of  low  individual  *' umbrella- 
sheds"  with  long  narrow  slots  close  above  the  stacks.  Where 
electric  power  has  been  adopted,  on  the  other  hand,  there  has 
been  a  reversion  to  the  more  monumental  single  hall,  as  in 
the  Gare  du  quai  d'Orsay,  Paris,  opened  in  1901  (Fig.  278). 
In  the  gi\nng  of  expressive  form  to  such  practical  requirements, 
often  far  from  the  traditional  domain  of  architecture,  lie  a 
great  nimiber  of  the  problems  presented  by  the  multiplicity 
of  modern  types  of  buildings. 

Expression  of  modernity  and  nationality.  Although  the 
endeavor  to  find  appropriate  expression  for  new  types  and 
new  systems  of  construction  has  inevitably  given  a  modernity 
of  character  to  much  current  architecture,  the  forms  of  detail 
in  traditional  materials  have  long  continued  to  be  drawn  from 
historical  precedent,  and  many  conventional  types  have 
retained  a  historical  imprint — whether  classical,  medieval, 
or  Renaissance.  The  broad  principle  enunciated  by  Semper, 
**The  solution  of  modem  problems  must  be  freely  developed 
from  the  premises  given  by  modernity,"  has  not  yet  been 
pushed,  any  more  than  it  was  by  its  author,  to  its  ultimate 
conclusions.     During    the    last    decade    of    the    nineteenth 
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century',  however,  the  cc)n\-iction  hiis  deej^ened  that,  as  Otto 
Wagner  has  expressed  it,  "Modem  art  must  yield  us  modem 
ideas,  forms  created  by  us,  which  represent  our  abilities,  our 
acts,  and  our  preferences." 

Informs  based  on  tnaterial  and  structure.     Within  the  move- 
ment there  are  two  diverse  tendencies,  ha\nng  otherwise  little 
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in  common.  One,  represented  by  Wagner  and  his  followers 
in  Germany,  by  Sullivan  in  America,  and  by  the  sjjiritual 
descendants  of  Morris  and  Viollet-lc-Duc  in  En^jland  and 
France,  holds  to  the  l>elief  that  "The  modem  architecture  of 
our  time  seeks  to  derive  form  and  moti\'es  from  purpose,  con- 
struction, and  m;ilerials.  If  it  is  to  j^ive  clear  expre.s.sion  to 
our  feelinj;s  it  must  also  be  as  simjjle  as  possible.  Such 
simple  forms  are  to  be  carefully  weighed  against  one  another,  so 
as  to  secure  beautiful  projH)rtions,  on  which  almost  solely 
the  effect  of  our  architectural  works  depends."     In  the  works 
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of  these  men  only  the  traditional  emphasis  on  base  and 
cornice  is  retained.  The  enframement  of  windows  and  the 
demarcation  of  individual  stories  is  generally  avoided,  and 
the  forms  of  detail  at  the  bases  and  crowns  of  the  piers,  at  the 
doors  and  cornices,  are  individual  ones  suggested  by  the 
natural  properties  and  technical  treatment  of  the  materials. 

In  plastic  forms  to  which  construction  is  subservient.  The 
other  modernist  school  holds  quite  a  different  view.  Its 
fundamental  theory,  stated  by  L.  A.  Boileau  as  early  as  1889, 
is  that,  "instead  of  constructing  first,  without  preoccupation 
with  the  final  aj^pearance,  promising  oneself  to  utilize  the 
ingeniousness  of  the  construction  as  the  decoration,  one  should 
relegate  the  ingenuities  of  structure  to  a  position  among  the 
secondary  means,  unworthy  of  appearing  in  the  completed 
work."  This  school  attributes  to  a  material  a  degree  of  artis- 
tic value  in  proportion  as  it  is  more  plastic,  more  susceptible 
of  receiving  the  impress  of  the  personal  sentiment  of  the 
artist.  To  this  branch  of  modernism  belonged  the  early 
phase  known  specifically  as  Van  notivcaUy  in  which  curved 
lines  suggested  by  jjkint  forms  played  so  great  a  r61e.  To  it 
belong  £ilso  the  current  works  of  Van  de  Velde  and  others, 
who  treat  their  fomis  almost  like  flesh,  with  cartilage-like 
formations  at  the  points  of  junction.  These  might  be  de- 
scribed as  baroque  without  the  classical  elements.  At  the 
Ecole  (les  Beaux-Arts  in  Paris,  although  classical  forms  are 
retained,  much  svTnpathy  prevails  for  the  scenic  theory  of  this 
school  of  modernists,  with  which,  indeed,  most  modem  classic 
architecture  has  really  much  in  common.  Thus  at  the  Paris 
Exj)()sition  of  1900  the  bizarre  masking  of  the  structural  forms, 
which  at  earlier  French  expositions  had  themselves  been  taken 
as  the  basis  for  decorative  treatment,  was  less  a  retrograde 
movement,  from  the  modernist  stand]X)int,  than  the  triiunph 
of  a  different  phase  of  modernism. 

Besides  the  consistent  followers  of  these  two  systems  there 
is,  as  always,  a  multitude  of  i)ractitioners  whose  convictions 
are  a  mixture  of  elements  not  wholly  concordant,  and  who 
are  united  only  in  the  rebellion  against  historical  forms. 

Development  of  modcniist  forms.  The  origins,  England. 
Tlie  forerunners  of  modern  individual  treatment  in  architect- 
ure were  the  disci] )les  of    Morris    in  England,  who  in  1888 
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instituted  the  Arts  and  Crafts  Exhibition  for  the  display  of 
works  of  handicrafts  and  interior  decoration  in  forms  created 
by  their  own  makers.  The  first  attempts  to  make  use  of 
onRinal  forms  on  the  exterior  of  buildings  were  made  almost 
simultaneously  in  1892  and  1893  by  C.  Harrison  Townsend 
in  London,  Paul  Hankar  and  Victor  Horta  in  Brussels,  and 
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Louis  Sullivan  in  Chica^'o.  Townsend  took  his  departure 
from  the  R( imanusqiie  fr)nTis  of  the  American,  Richardson, 
and  transformed  them  hy  novel  treatment  of  the  projections, 
by  fertile  ori{;inal  omamL-nt,  and  liy  a  rich  use  of  color.  In 
Enj^'land  the  new  deiiarlure  has  jmived  loo  radical  for  popular 
taste,  in  spile  of  ihe  preiiaralion  made  by  the  cntft  guilds,  and 
few  arehitetls  have  jiursued  its  idciils.  The  eJiief  of  them, 
C.  F.  A.  Voyscy,  howc\-er,  has  had  much  success  in  his  chosen 
field  of  the  dwelling  (Fij;.  279),  in  which  he  has  adhered  most 
slriclly  to  the  idea  of  economy,  yet  has  secured  interesting 
t'lk'cls  by  his  em])!opTieiit  of  roiifjh  cast,  woodwork    painted 
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in  broad  but  unhackneyed  c-olors,  and  individual  designs  for 
hanRinps.  furniture,  and  hardware. 

Belgium  attd  France.  Tlie  Belgians  introduced  somewhat 
fantastic  combinations  of  curved  Hnes,  and  experimented  at 
the  same  time  with  steel  work  in  connection  with  brick, 
concrete,  mosaic,  and  colored  glass.  They  gave  the  first 
impulse  in  botJi  France  and  Germany,  although  English  models 


were  fnllinvcil  in  rural  domestic  architecture  and  independent 
creations  soon  oulweiglied  all  external  contributions.  The 
Belgium  influence  made  its  way  to  France  about  1896  under 
the  name  <>(  Vurl  uoir.rnu.  First  felt  in  the  minor  arts,  it 
siM'n  invaded  arvhilecture  in  the  light  and  graceful  structures 
of  glass  and  sleel  designed  since  tSgH  by  Hector  Guimard  to 
serve  as  entninees  lo  the  Paris  miderground — "the  Metro." 
After  the  first  entliusiasm  for  the  new  forms,  however,  few 
buildings  in  France  liave  shown  so  pronounced  a  break  with 
tradition.     The    new    leaven    aj)[>cars    mainly    in    a    greater 
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freedom  within  the  academic  style  itself,  which  France,  with 
its  Latin  elements  and  its  faithfulness  to  classical  tradition 
during  the  nineteenth  century,  regards,  not  without  some 
reason,  as  a  national  style  of  its  own. 

Germany:  Vienna.  It  is  in  Germany  that  the  movement 
has  taken  deep  root,  so  that,  in  spite  of  its  foreign  origins,  it  is 
already  regarded  by  artists,  if  not  by  the  government,  as  an 
expression  of  the  Teutonic  spirit  in  rebellion  against  the  Latin 
domination  of  classic  architecture.  The  pioneer  has  been 
Otto  Wagner  in  Vienna,  whose  inaugural  address  as  professor 
at  the  Academy  in  1894  was  a  declaration  of  independence 
from  the  historical  styles.  His  stations  for  the  Metropolitan 
Railway  (1894-97)  were  frankly  developed  from  purpose,  en- 
vironment, and  modem  materials,  with  little  ornament,  and 
that  freely  invented  (Fig.  280).  The  formation  of  the  Viennese 
"Secession**  in  1897,  for  which  Wagner's  pupil,  Joseph 
Olbrich,  designed  an  exhibition  building  of  novel  type  and 
fresh  decorative  conception,  inaugurated  an  analogous  ten- 
dency in  [jainting  and  in  handicraft,  which  gave  the  archi- 
tectural movement  much  support.  Joseph  Hoffman,  another 
pupil,  founded  in  1903  the  ** Viennese  Workshops"  on  the 
lines  of  Morris's  establishment,  and  has  had  wide  influence  in 
domestic  architecture  and  interior  decoration.  Although 
Wagner  achieved  in  the  Postal  Savings  Bank  (1905)  a  notable 
expression  of  steel  construction  and  marble  veneering,  official 
consen^atism  has  prevented  the  execution  of  other  monimiental 
projects  of  the  first  order,  and  the  buildings  in  Vienna  which 
are  most  advanced  in  functionalist  tendencies  have  hitherto 
been  due  to  private  initiative. 

North  Germany.  The  same  has  been  generally  true  in 
North  Germany,  where  the  first  strikin^^;  success  of  the  move- 
ment was  in  the  Wertheim  de])artment  store  in  Berlin,  built 
by  Alfred  Messel  at  intervals  from  1896  to  1904  (Fig.  277). 
Although  historic  forms — at  first  baroque,  later  Gothic — here 
furnished  the  suggestions,  all  have  been  so  transformed  that 
the  impression  is  })redominantly  modern.  Active  official  en- 
couragement was  first  given  the  movement  by  Grand  Duke 
P>nst  Ludwig  of  Hesse-Darmstadt,  who  called  Olbrich,  Peter 
Behrens,  and  others  to  Darmstadt,  and  gave  them  a  free  hand. 
Their  initial  exposition  of  domestic  architecture  and  handi- 
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craft  in  190 1  was  the  beKinnint;;  of  a  widespread  reform  in  these 
fields,  largely  on  English  lines,  but  less  affected  by  medieval- 
ism and  saturated  with  new  decorative  conceptions.  Free 
from  historic  suggestion,  and  thus  pronounced  in  its  mo- 
dernity, is  the  expression  of  the  nature  of  the  factor\'  found 
in  1909  by  Behrens  in  his  turbine  factory  for  the  General 


Klcctric  Company  {AEG)  in  Berlin  (Fig.  281),  The  single 
vast  hall  has  its  grciit  areiis  of  glass  confined  l>etween  angular 
m;isses  of  concrftL-,  and  the  forms  of  its  trusses  and  steel 
cohuims  are  cxiiressvd  with  umi,si.ia]  frankness  and  skill. 
With  the  griMl  majnrity  of  professional  architects  in  Ger  .lany 
now  partioii>aiiiig  in  the  mixleniist  movement,  only  the  per- 
sonal inUTvenlion  of  the  Kmpurnr  in  the  case  of  public  worhs 
has  ]>rL'veiiti'cl  it  fivim  ])rt'\-ailing  there  almost  universally. 

At  the  monii'iit  of  tvssalion    of  architectural  activity  in 
Kuri>pc  due  tn  the  great  war,  two  conlrarj'  tendencies  were 
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struggling  for  mastery  in  matters  of  style.  One  emphasizes 
the  elements  of  continuity  with  the  past,  the  other  the  ele- 
ments of  novelty  in  modem  civilization.  In  the  Germanic 
countries  it  is  the  radical  emphasis  on  novel  elements  which 
has  secured  the  advantage,  in  France  and  England  it  is  the 
conservative  emphasis  on  continuity  which  on  the  whole 
retains  the  supremacy.  In  view  of  the  currently  intensified 
nationalism,  it  is  natural  to  expect  that  these  national  dif- 
ferences will  be  cultivated  and  perpetuated  at  least  for  a  time. 
The  underl^ang  elements  of  internationalism  existing  in  the 
community  of  practical  problems,  materials,  and  structural 
systems,  and  the  essentially  international  character  of  both 
the  conservative  and  the  radical  movement,  however,  would 
seem  to  indicate  that  this  particularism  will  be  relatively 
temporary.  Whether  the  present  conserv^ative  or  the  present 
radical  tendency  may  ultimately  be  victorious,  we  may  be  sure 
that  change  in  architectural  style  is  bound  to  be  constant, 
and  that  architecture  will  remain  a  living  art,  not  less  expres- 
sive of  the  complicated  texture  of  modem  life  than  it  has  been 
of  the  life  of  earlier  and  simpler  periods. 


PERIODS  OF   MODERN  ARCHITECTURE 


FRANCE 

I.      Classicism,  c.  1 780-1830. 

Tacques  Germain  Soufflot,  1709-80. 

Sainte  Genevieve  (the  Pantheon/  at  Paris,  1757-90. 
Victor  Louis,  1 736-1802. 

Grand  Theatre  at  Bordeaux,  1777-80. 

Colonnades  of  the  Palais  Royal  in  Paris,  1781-86. 
Charles  Nicholas  Ledoux,  1 736-1806. 

Gates  of  Paris,  1780-8S. 
Pierre  Rousseau,  b.  1750,  d.  after  1791. 

Hotel  de  Salm  (Palace  of  the  Legion  of  Honor)  in  Paris, 
1782-86. 
Jean  Fran(;'ois  Ther^se  Chalgrin,  1 739-181 1. 

Saint  Philippe  du  Roule  in  Paris,  1769-84. 

Arc  de  TEtoile,  1806-36. 
Barthclemy  Vignon,   1 762-1829. 

Madeleine  at  Paris,  1807-42. 
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^  Alexandre  Brongniart,  1739-1813. 

Bourse  in  Paris,  1808-27. 
Charles   Percier,   1 764-1838,  and   Pierre   Fontaine,   1762- 

1853. 
Arc  du  Carrousel  in  Paris,  1806. 

Chapelle  Expiatoire  in  Paris,  1815-26. 

II.  Romanticism,  c.  1830-65. 

Chapel  of  Les  Herbiers  in  Vendee,  1825. 
Francois  Christian  Gau,  1 700-1 854. 
Sainte  Clotilde  in  Paris,  1846-59  (with  Theodore  Ballu, 

1817-85). 
Eugene  Emmanuel  Viollet-le-Duc,  1814-79. 
Restoration  and  fl6che  of  Notre  Darae  in  Paris,  1857  ^. 

III.  Eclecticism,  c.  1 820-1900. 

Italian  phase. 

Old  Opera  House  in  Paris,  1820. 
Neo-grec  phase. 

Jacques  Felix  Duban,  1797-1870. 
Ecole  des  Be(uix-Arts,  1832-62. 
Theodore  Labrouste,  i7()9-i87v  *-  ^ 

Bibliothe(iue  Sainte  Genevieve  in  Paris,  1843-50.      ^ 
Joseph  Louis  Due,  1802-79.  •  .         j* 

Completion  of  the  Palais  de  Justice  at  Paris,  1857-68. 
French  Renaissance  phase. 

Jean  Baptiste  Leseur,  1704-1883. 

Enlargement  of  the  Hotel  de  Ville  at  Paris,  1836-54. 
Barocjue  phruse. 

Charles  Garnier,  1825-98. 

Opera  House  in  Paris,  1861-74. 
Casino  at  Monte  Carlo. 
Paul  Ginain,  1825-0S. 

Ahiscc  Galhcra  in  i^iris,  1S78-88. 
Charles  Girault,  1S51-. 

Petit  Palais  des  Beaux- Arts  in  Paris,  1900. 
Byzantine  phase. 

Paul  Al)a(Hc.  1812-84. 

Church  of  the  Sacred  Heart,  Paris,  1873-date. 

IV.  Funclionalism,  c.  1850-date. 

Tlii'odore  Labrouste,  1 700-1875. 
Rcadini^-rooms  of   the    Bibliotheque  Sainte   Genevieve, 
1S43-50,  and  Bibliotheque  Nationale,  1855-61. 
J<)sc'])li   Louis  Due,  1802-70. 

W'sliltuU'  (Ic  Harley  in  the  Palais  de  Justice  at  Paris, 
1857-68. 
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of  the  prostyle  temple,  and  these  were  widely  copied  where 
there  were  no  didactic  motives.  Nicholas  Biddle,  with  his 
customary  enthusiasm  for  things  Greek,  adopted  a  mode!  of 
the  Theseum,  peristyle  and  all,  for  his  country  seat  "Anda- 
lusia" on  the  Delaware.  Even  in  New  England  the  prostyle 
temple  with  Greek  forms  finally  carried  the  day,  while  in  the 
South  the  peristyle,  with  its  manifest  suitability  to  the  climate, 
was  widely  adopted.     Such  magnificent  specimens  as  Arling- 


WHITE  HOLSE.      (HOBAN'S  ORIGINAL  DESIGN) 

ton  in  Virginia,  where  the  ponderous  columns  of  the  great  i 
temple  of  Pastum  were  imitated,  as  the  Bennett  house  in 
New  Bedford,  with  its  hexastyle  Ionic  main  portico  and 
tctrastyle  wings,  as  Berry  Hill  in  Virginia,  with  two  octastyle 
Greek  Doric  porticoes  and  balancing  outbuildings  of  the  same 
order,  or  as  tlic  Hill  House  in  Athens,  Georgia,  with  a  Corin- 
thian peristyle  eight  ciilumiis  wide  in  front,  show  extremes  of 
classicism  which  have  no  parallel  aTiroad.  City  houses  in 
blocks  showetl  the  same  tendcTicies  a,s  houses  which  stood 
isolated.  In  1 7<),i  Bulfiiieh  erected  for  the  first  time  in  America 
a  block  of  unified  design,  the  Franklin  Crescent  in  Boston, 
with  pavilions  of  academic  scheme  and  Adam  detail.  Some 
coherent  treafinent  of  the  block  remained  an  ideal,  although 
one  seldom  realized.  The  most  notable  later  example  was 
Colonnade  Row  in  Lafayette  Place,  New  York  {1827),  which 
had  a  free-standing  Greek  Corinthian  order  carried  throughout 
its  length.  The  interiors  of  the  classical  houses  lost  in  richness 
through  the  abandoning  of  paneling,  and  through  the  chaste 
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purism  which  confined  all  detail  to  essential  structural  ele- 
ments. The  tall,  cool  rooms,  with  their  occasional  screens  of 
columns,  ser\''ed  now  as  neutral  backgrounds  to  rich  furniture 
and  hangings. 

Churches.  Post-colonial  buildings,  differing  but  little  from 
the  more  advanced  buildings  erected  before  the  Revolution, 
were  also  common  among  the  churches  of  the  early  republic. 
Here  also  slender  proportions  came  in  with  Adam  detail. 
Nevertheless  more  monumental  effects,  parallel  to  those  at- 
tained in  public  buildings,  made  their  appearance  soon  after 
the  opening  of  the  ninetecntli  century.  The  fundamental 
work  was  Latrobe's  Catholic  Cathedral  in  Baltimore  (1805- 
21),  the  first  cathedral  undertaken  in  the  United  States — where 
it  was  as  novel  in  its  size  and  ritualistic  arrangement  as  in  its 
classical  forms.  The  plan  was  a  Latin  cross,  vaulted  through- 
out, with  a  low  dome  over  the  crossing,  a  western  portico  of 
Greek  detail,  and  twin  belfries,  Hellenizcd  as  best  they  might 
be.  In  1816  Latrobe  employed  the  Greek  cross  form  for 
Saint  John's  Episcoi)al  Church  in  Washington.  Robert  Mills 
devclo])ed  the  auditorium  type  of  octagonal  or  circular  form 
in  the  Monimiental  Church  in  Richmond,  Virginia  (begun 
18 1 2),  and  others.  The  tem|)le  form  was  only  adopted  later, 
for  instance  in  Saint  Paul's  Church,  Boston  (1820),  with  an 
Ionic  prostyle  portico  of  six  columns. 

Prisons  and  asylums.  With  its  new  departures  in  all 
branches  of  government,  America  soon  took  the  lead  in  the 
reform  of  methods  of  punishment  and  of  the  treatment  of  the 
insane.  The  New  York  State  Prison,  built  by  Joseph  Mangin 
in  1796-98,  included  ])r(n'ision  for  the  separation  of  the  sexes 
and  of  classes  of  criminals,  and  the  Virginia  Penitentiary, 
built  b}'  Latr()l)e  in  1 797-1800,  was  based  on  the  principle  of 
solitary  confnieincnt.  Later  these  ideas  were  more  fully 
a])plic(l,  and  embodied  in  radial  plans,  by  the  architect  John 
Haviland,  of  Kn<^^lish  birth.  By  1835  the  American  prisons 
were  so  fa\'oral)ly  known  that  commissions  from  England, 
France,  and  otlier  Euro])ean  countries  came  to  study  them 
and  to  introduce  their  ])rineii)les  a])road. 

The  (lothic  revival  in  Anieriea.  Although  Jefferson,  with  his 
underlying'  vein  of  roniantieisni,  liad  ])roposed  imitations  of 
Gothic  ni(;dels  as  early  as   1771,   Latrobe  was  the  first  to 
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Friedrich  Gilly,  1 771-1800. 

Propased  memorial  for  Frederick  the  Great  in    Beriin, 

1797. 
Kari  Friedrich  Schinkel,  1781-1841. 

Royal  Theater  in  Beriin,  1818-21. 

Old  Museum  in  Beriin,  1824-28. 

Leo  von  Klenze,  1 784-1864. 

Glyptothek  in  Munich,  1816-30. 

Walhalla  at  Regensburg,  1830-42. 

II.  Romanticism,  c.  1825-50. 

Kari  Friedrich  Schinkel,  1781-1841. 

Gothic  project  for  the  Cathedral  of  Berlin,  181 9. 

Werderkirche  in  Berlin,  1825. 
Friedrich  von  Gartner,  1 792-1847. 

III.  Eclecticism,  c.  1 830-1  goo. 

Italian  Renaissance  phase. 
Leo  von  Klenze,  1 784-1864. 

Pinakothek  in  Munich,  1826-33. 

Konigsbau  in  Munich,  1826-35. 
Friedrich  von  Gartner,  1 792-1847. 

Royal  Library  in  Munich,  1832-43. 
Gottfried  Semper,  1804-79. 

Old  Court  Theater  in  Dresden,  1838-41. 
Gothic  and  northern  Renaissance  phase. 
Heinrich  von  Ferstel,  1828-83. 

Votive  Church  in  Vienna,  1853-79. 
Friedrich  von  Schmidt,  182 5-9 1. 

Rathaus  in  Vienna,  1873-83. 
Baroque  phase. 

Gottfried  Semper,  1804-79. 

Extension  of  the  Imperial  Palace  in  Vienna,  1870  Jf. 

Court  Theater  in  Vienna,  1871-89. 
Paul  Wallot,   1841-1Q12. 

Reichstag  Building  in  Berlin,  1882-94. 
Ludwig  Hoffmann,  185 2-. 

Imperial  Supreme  Courts  at  Leipzig,  1884-95. 

IV.  Functionalism,  c.  1850-date. 

Otto  Wagner,  1841-. 

Stations  of  the  Stadtbahn  in  Vienna,  1894-97. 

Postal  Savings  Bank  in  Vienna,  1905. 
Alfred  Messcl,  1 853-1 Q09. 

Wertheim  store  in  Berlin,  1896-1907. 
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Joseph  Olbrich,  1867-1Q08. 

Secession  gallery  in  Vienna,  1897. 

Tietz  store  in  Diisseldorf.  1906-08. 
Peter  Behrens,  1868. 

House  in  Darmstadt,  igoi. 

Turbine  factory  in  Berlin,  1909. 


BIBLIOGRAPHICAL  NOTE 

The  two  final  volumes  of  D.  Joseph's  Gcschichle  dcr  Baukunsty  1Q02, 
bear  the  title  Gcschichle  dcr  Baukunsl  dcs  XIX.  JahrhunderiSy  and 
constitute  the  only  historical  work  devoted  to  modem  architecture  as 
a  whole.  One  may  also  consult  the  modem  section  of  K.  O.  Hart- 
mann's  Die  Baukiinst  in  ihrcr  Eiitwicklung  .  .  .  bis  zur  Gegenwartj 
vol.  3,  191 1.  Both  of  these  are  naturally  fullest  on  work  in  Germany. 
L.  Magne's  Uarchitecture  franQdis  du  si  tele,  1889,  covers  France  to 
its  date.  For  the  development  of  special  types,  in  general,  or  in 
single  countries,  sec  A.  G.  Meyer's  Eisenhauten:  ihre  Geschiehie  und 
Msthelik,  1907;  H.  Muthesius's  Das  englische  Hans,  3  vols.,  1904-05, 
and  his  Die  neucre  kirchliche  Baukiinst  in  England,  1906. 

Classicism.  P.  Klopfer's  Von  Palladia  bis  Schinkel  (Geschichtc  dcr 
ncuercn  Baukunsl),  iqii,  gives  a  general  survey  of  the  movement, 
with  accounts  of  the  development  of  individual  types  of  buildings. 
L.Hautec(x?ur's  Rome  el  la  renaissance  de  rantiqiiiU  d  la  fin  du  XVI He 
siecle,  iqi2,  which  discusses  the  genesis  of  the  movement,  and  its 
beginnings  in  France,  may  be  supplemented  by  F.  Benoit's  L*art 
fran<^ais  sous  la  revolution  ct  Vempire,  1897.  A.  E.  Richardson's 
Monumental  Classic  Architecture  in  Great  Britain  and  Ireland  During 
the  XVIII.  and  XIX.  Centuries,  1Q14,  covers  the  period  in  England; 
and  P.  Mehes's  Vm  iSoo.  Architektur  und  Ilandwcrk  .  .  .,  2  vols., 
i()o8,  gives  a  partial  survey  of  the  work  in  Germany. 

Romanticism.  The  history  of  the  romantic  movement  in  archi- 
tecture has  received  sj)ccial  trcatincnt  only  in  the  case  of  England, 
in  C.  L.  East  lake's  History  of  the  Gothic  Revival,  1972;  in  H.  Muthe- 
sius's Die  neucre  kirchliche  Baukunsl,  Das  englische  Haus,  vol.  i, 
1004,  and  Die  eni^Hsche  Baukunst  dcr  Gegenwart,  1900,  vol.  i.  The 
early  trans])lantation  of  the  mo\'cment  to  the  Continent  best  appears, 
although  incidentally,  in  M.  L.  Gothcin's  Geschichtc  der  Garten kunst, 
1014,  vol.  2.  chap.  15,  For  its  later  progress  there  one  must  turn  to 
the  general  histories  of  Hartmann  and  Joseph. 

Eclecticism.  Two  works  devoted  to  illustrations  of  German  build- 
ing's of  this  ])]iaso  arc  H.  Licht's  Architektur  Deutschlands  ,  .  .  der  Neu- 
zcil,  2  vols.,  1SS2,  and  II.  Ruckwardt's  Ea^adcn  und  Details  moder- 
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ner  Bauien,  1892.  A  similar  work  for  England  is  Muthesius's  Die 
englische  Baukunst  der  Gegenwartj  2  vols.,  1800,  supplemented  by 
his  other  works  listed  above.  For  France  one  may  consult  the 
works  of  Cdsar  Daly  or  R.  Self  ridge  *s  Modern  French  Architecture  ^ 
1899,  a  collection  of  photographs  of  buildings  from  the  period,  largely 
domestic. 

Functionalism.  The  theories  of  "character'*  and  structure  de- 
veloped by  Ruskin,  Viollet-le-Duc,  and  others  are  discussed,  although 
rather  unsympathetically,  in  G.  Scott's  The  Architecture  of  Hu- 
manism^ 1914-  Some  of  the  applications  made  in  practice  appear  in 
F.  Billercy's  paper,  Modern  French  Architecture^  in  the  Journal  of 
the  Royal  Institute  of  British  Architects y  191 2-13,  3d  series,  vol.  20, 
pp.  317-45.  The  influence  of  iron  in  architecture  is  most  fully 
discussed  in  A.  G.  Meyer's  Eisenbauten:  ihre  Geschichte  und  Msthetik, 
1907.  The  pioneer  works  of  "modernist"  character  in  England  and 
Belgium  are  described  in  Muthesius's  Die  englische  Baukunst  der 
Gegenwart  and  in  H.  Fierens-Ger\'cTrt's  Nouveaux  essais  sur  Part  con- 
temporal n,  1903.  The  manifesto  of  the  movement  in  Germany  was 
Otto  Wagner's  Moderne  Baukunst,  translated  by  N.  C.  Ricker,  1901. 
Its  later  development  there  may  be  traced  in  Karl  Scheffler's  Moderne 
Baukunst,  2d  ed.,  iqo8,  and  in  the  biographies  of  Wagner,  by  J.  A. 
Lux,  1914,  and  of  Peter  Behrens,  by  F.  Hoeber,  1913.  For  the  work 
in  America  see  the  note  to  Chapter  XIII. 


CHAPTER   XIII 
AMERICAN  ARCHITECTURE 

Pre-colonial  architecture.  Yucatan.  Long  before  European 
explorers  and  colonists  crossed  the  Atlantic  there  flourished  in 
America  civilizations  which,  althouj^h  still  ignorant  of  iron 
er  «Yen  of  bronze,  had  a  highly  developed  architecture.  The 
*fii^t,  ami  in  some  respects  the  greatest,  of  these  was  that  of 
4;]ie  Mava,  whose  center  was  in  modem  Yucatan.  Thev 
flourished  in  the  early  centuries  of  the  Christian  era,  and 
their  great  buildings  were  in  ruins  long  before  the  arrival  of  the 
Spanish  conquerors.  Their  colossal  structures  at  Palenque 
(Fig.  282),  Chichen  Itza,  and  elsewhere  reveal  an  ability  to 
transport  and  work  stones  of  great  size,  to  employ  the  column 
and  the  corbeled  vault,  and  to  devise  symmetrical  plans  of 
some  complexity.  Religious  structures  came  first  in  impor- 
tance; even  the  royal  palaces  were  secondary.  A  character- 
istic feature  was  the  raising  of  all  buildings  of  importance  on 
great  substructures,  often  with  sloping  faces  or  in  the  form 
of  a  step])ed  ])yramid.  A  broad  and  steep  staircase  on  the 
principal  face  led  to  the  upj^er  ]3latform.  Here  stood  the 
building  ])roper,  of  massive  rubble-concrete  faced  with  stone 
(Fig.  283).  The  arrangement  of  the  ])lan  was  conditioned  by 
the  use  of  the  corbeled  vault  to  cover  all  interior  spaces. 
This  resulted  in  nan*ow  rooms  which  could  be  extended  in- 
definitely in  length,  but  which  had  to  be  multiplied  one  behind 
the  other  to  secure  greater  (lei)th.  Openings  to  the  exterior 
or  between  the  chambers  were  s])anned  with  lintels  of  wood 
or  stone,  or  by  smaller  corbeled  arches.  On  the  exterior  a 
belt  course  marked  the  line  of  the  impost  within,  and  the 
si)a(X'  opposite  the  tall  vault  was  often  treated  as  a  broad 
frieze  with  relief  decoration.  A  unique  feature  was  the  **roof 
comb,"  a  long  i)ierced  wall  rising  along  the  center  of  the  ter- 


AMERICAN  ARCHITECTURE 


525 


raced  roof.  Most  of  the  princi(xil  buildings  were  temples, 
allfcough  monasteries  and  palaces  on  a  large  scale  were  also 
erected. 

Mexico.     Successive  invading  tribes,  less  civilized  than  the 
Maya,  fell  heir  to  their  art,  and  diffused  their  own  \ 


it  throughout  Mexico.  The  buildings  of  the  Toltec  and  later 
the  Aztec  were  on  an  equal  scale  with  those  of  the  older  civiliza- 
tion, but  show  less  refinement  and  constructive  skill.  The 
terrace  and  pyramid  substructures,  the  relief  decoration,  the 
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Eeneral  types  of  plan  with  long,  narrow  rooms,  were  retained. 
Often  the  building  or  rooms  were  grouped  around  quadran^es 
and  courts.  In  general  the  corbeled  vault  was  abandoned, 
and  the  terrace  roofs  of  concrete  were  supported  by  wooden 


The  vnried  character  of  the  materials  available  re- 
in many  local  differences  in  construction.  At  Mitla, 
inrc,  l.trge  stones  could  he  had  for  columns  and  lintels; 
other  places  stone  coiild  scarcely  be  found  suitable  for 
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facing,  and  mud  brick  or  adobe  had  to  be  used,  decorated  with 
stucco  and  color.  These  native  developments  came  to  an  end 
with  the  conquest  of  Mexico  by  the  Spaniards  beginning  in  1 5 1 9. 

Peru.  In  Peru  the  Spaniards,  on  their  conquest  of  the 
Inca  empire  in  1532,  found  another  well-developed  style  of 
architecture,  with  an  independent  development  of  many 
centuries.  Palaces,  fortresses,  and  cities  rivaled  one  another 
in  importance.  Polygonal  walls  of  vast  blocks,  rising  in  many 
terraces,  guarded  the  pass  of  the  Andes  at  Ollentaitambo. 
Houses  and  palaces  were  built  around  courts,  sometimes  with 
a  second  story  receding  from  the  first  and  supported  on 
corbeled  vaults.  Windows  and  niches  with  inclined  jambs 
were  notable  features. 

Colonial  architecture.  With  the  coming  of  the  European 
colonists  to  the  New  World  a  problem  new  and  unique  in 
modem  times  was  created  for  architecture ;  civilized  men  had 
to  face  conditions  which  were  absolutely  primitive  and  to 
struggle  against  odds  for  the  attainment  of  traditional  ideals 
of  building.  As  a  result  there  was  ever^'^vherc  a  pioneer  stage, 
in  which  the  settlers  seized  the  first  means  at  hand — adobe, 
logs,  or  even  turf — and  built  as  simply  as  would  serve  primary 
needs  of  shelter  and  worship.  Later  they  sought  to  replace 
such  modes  of  building  by  those  of  their  mother  country,  but 
these  were  inevitably  modified  to  a  greater  or  less  degree  by 
differences  in  the  materials  available,  and  in  economic  and 
social  conditions.  The  duration  of  the  pioneer  period  itself 
varied  greatly  with  the  character  and  support  of  the  colonists, 
and  with  the  resources  and  climate  of  the  country. 

Spanish  colonial  architecture.  Development.  In  the  con- 
quered empires  of  Mexico  and  Peru,  where  wealth  and  a 
large  civilized  native  population  already  existed,  the  Spanish 
were  soon  able  to  establish  their  own  architecture,  and  even  to 
erect  monimients  rivaling  those  of  the  mother  country  in  size 
and  number.  Desire  to  implant  the  Catholic  faith  gave 
prominence  from  the  very  beginning  to  churches.  The  ear- 
liest ones,  including  doubtless  the  small  church  erected  in 
1524  on  the  foundations  of  the  great  Aztec  temple  in  Mexico 
City,  showed  reminiscences  of  the  Plateresque  and  even  of 
Gothic  and  Moorish  details.  Such  buildings  were  soon  re- 
placed by  more  elaborate  structures,  designed  either  by  the 
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court  architects  in  Spain  or  by  others  of  scarcely  less  ability 
who  emigrated  to  the  New  World.  Thus,  for  the  cathedral 
of  Mexico,  two  successive  designs  were  sent  from  Spain,  in 
157.1  and  1615,  the  second  by  Juan  Gomez  de  Mora  (Fig.  284). 
The  cathedral  at  Lima  (1573)  and  many  other  buildings  were 
designed  on  the  spot  by  Francisco  Becerra.  a  disciple  of 
Herrera.     The  successive  transformations  of  style  in  Spain 


|.ri..  Ji-i4 -MKXno  (iTv,     t",\Thiii[>K.\L,  w[TH  SACBisry  (right) 

were  faithfully  reflected  in  the  Spanish  colonies,  usually  a  few 
yt'.-irs  later,  witli  liarixiue  tendencies  naturally  predominating. 
In  1741),  wJieii  Lorenzo  Rodrij^Tiez  began  the  great  sacristy  of 
the  cathedral  of  Mexico,  he  emjilnycd  a  most  luxuriant  ag- 
}.;re:.;ali<)n  nf  l)[in>(|ue  details  for  tlie  fa(;ades  (Fig.  284).  By 
171)7.  hnwcMT,  when  tlie  towers  of  the  cathedral  were  added, 
llie  academic  reaeliim  was  stipremc;  and  the  work  of  the  last 
of  the  great  coloniiil  architects,  Francisco  Eduardo  Tres- 
giicrras  I  tjjs; -iS.i.O.  shnw-s  a  handling  of  academic  elements 
retninisirnt  of  thai  uC  Chalgrin. 
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Types  of  buildings.  The  dominant  type  of  church  was  the 
basilican,  as  in  the  cathedral  of  Mexico — a  solid  rectangle  with 
a  barrel-vaulted  nave  and  transepts,  having  penetrations  at 
each  bay,  domed  compartments  in  the  aisles,  and  chapels  be- 
tween the  buttresses.  Twin  western  towers,  as  here,  were 
frequent  elsewhere,  and  a  dome  over  the  crossing  was  a 
general  feature.  Domed  churches  of  central  type  were  also 
not  wanting.  A  special  development  of  the  central  type 
occurs  in  the  sacristy  of  the  cathedral  of  Mexico,  the  Sagrario 
Metropolitano.  This  consists  of  a  Greek  cross  inscribed  in  a 
square,  with  an  octagonal  dome  over  the  crossing,  barrel- 
vaulted  arms,  and  minor  domes  in  the  angles  of  the  cross. 
Secular  and  domestic  buildings  followed  those  of  the  mother 
country  in  being  composed  about  an  arcadcd  court  or  patio. 

Florida.  The  outpost  of  Spain  in  North  America,  Saint 
Augustine,  founded  in  1565,  was  not  without  structures  of  some 
architectural  i)retensions,  although  these  were  of  relatively 
utilitarian  character.  The  old  fort,  with  its  rusticated  bas- 
tions, and  the  molded  and  paneled  posts  of  the  city  gate  still 
stand,  as  well  as  a  simple  house  or  two  with  whitewashed 
walls  and  wooden  balconies. 

New  Mexico.  In  the  remote  interior  of  New  Mexico  archi- 
tecture was  still  more  primitive.  Here  the  native  popula- 
tion was  sparse  and  relatively  poor,  so  that  little  tempted  the 
Spaniards  to  the  region  except  missionary  zeal.  The  first 
mission  church,  at  San  Juan  de  los  Caballeros,  was  built  in 
1598,  and  the  country  was  well  covered  by  1630.  These 
buildings  were  merely  cubical  structures  of  adobe,  or  mud 
brick,  perhaps  with  a  simple  belfry,  built  by  the  natives  under 
supervision  of  the  Franciscan  fathers.  Even  the  cathedral 
of  Saint  Francis  at  Santa  Fe  (1713-14)  differed  from  these 
chiefly  by  its  larger  scale.  Its  doorway  and  its  twin  western 
towers  were  alike  destitute  of  classical  details,  and  ornament 
was  reserved  for  the  altar,  a  distant  reminiscence  of  the 
lavish  examples  of  Spain  and  Mexico. 

California.  In  Alta  California  colonization  was  not  at- 
tempted until  1769,  when  Padre  Junipero  Serra  established  at 
San  Diego  the  first  of  the  series  of  missions  which  ended  in 
1823  with  San  Francisco  Solano,  north  of  San  Francisco  Bay. 
The  first  chapels  of  brush  and  the  wooden  frames  for  bells 
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were  soon  replaced  by  adobe  structures  of  a  single  nave,  with 
roofs  of  poles  covered  with  clay  or  reeds.  As  the  missions 
flourished  and  the  number  of  Indian  converts  who  worked 
under  the  direction  of  the  fathers  increased,  larger  and  more 
imposing  buildings  rejilaced  these.  Thus  at  Santa  Barbara 
the  first  chapel,  dedicated  in  1787.  was  enlarged  in  1788.  re- 
built in  i7g3  and  again  in  1815-20,  when  the  present  church, 


the  largest  and  best  constructed  in  the  province,  was  built 
(Fig.  285)  In  it  the  baroque  sur\'ivals  which  appear  in  the 
crude  fa9ades  of  the  earlier  churches  are  superseded  by  an 
attempt  at  classical  elegance — the  low  pediment  with  the  six 
engaged  Ionic  columns.  Single  or  twin  towers,  pierced  belfry 
walls,  as  at  San  Gabriel,  long  arcaded  corridors  or  cloisters, 
as  at  San  Juan  Capistrano,  arc  characteristic  features  of  the 
California  buildings,  which  are  othenvisc  dependent  for  their 
effect  on  the  broad  surfaces  and  massive  buttresses  of  their 
walls. 

French  ami  Spanish  cohminl  archileclure  in  Canada  and 
Louisiana.  The  French  pinnutTs  in  North  America  were  in 
general  hunters  ami  traders  r;u  her  than  settlers,  and  they  built 
correspondingly  little.  At  Quebec,  which  was  founded  in 
1608,   a   ci.insiderable   town   gradually   developed,   however. 
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with  churches,  monastic  and  collegiate  buildings,  and  palaces 
for  the  intendant  and  the  archbishop.  These  had  for  the 
most  part  the  simple  wall  surfaces  and  detail  of  the  period 
of  Louis  XIII.,  although  in  the  more  elaborate  interiors  there 
was  the  rich  pilaster  treatment  of  the  following  reign.  New 
Orleans  was   not   founded   until    1718.     The   typical   house 


there  was  one  surrounded  by  roofed  \'erandas  with  light  sup- 
ports, sometimes  in  a  single  story,  sometimes  in  two  stories. 
The  cession  of  Louisiana  to  Spain  in  1764.  almost  simultaneous 
with  the  loss  of  Canada  to  England,  made  the  later  architect- 
ure of  these  French  colonics  fall  under  foreign  domination. 
Thus  in  New  Orleans  after  the  great  fire  of  1788  the  buildings 
about  the  Place  d'Armcs  were  rebuilt  on  a  coherent  ])l:Ln,  in 
the  contemporary  style  of  Spain.  The  Cabildo  or  city  hall 
(i7(jS,  Fig.  386)  had  two  stories  of  open  arcades,  with  the 
arch  order  and  a  pediment,  all  originally  of  quite  a  classical 
aspect. 
Dutch  colonial  architecture  in  New  Netherlands.     1624-64. 
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The  Dutch,  who  founded  Albany  in  1624  and  settled  on  Man- 
hattan Island  in  1626,  naturally  tended  to  follow  the  mode  of 
building  of  their  mother  country,  still  full  of  medieval  reminis- 
cences. Although  the  majority  of  buildings  long  remained  of 
wood,  thatched  with  reeds,  a  few  houses  of  stone  were  soon 
built,  and  later  bricks  were  frequently  used.  In  these  ma- 
sonry structures  the  stepped  gable  toward  the  street,  so  com- 
mon in  Holland,  was  adopted,  as  well  as  the  tile  roof.  The 
most  conspicuous  building,  the  "Stadt-Huis" — erected  for  the 
city  tavern  in  1642  and  converted  into  a  city  hall  in  1653 — 
conformed  to  this  type.  It  had  vertical  banks  of  small 
segmental-headed  windows  in  pairs,  and  a  simple  open 
cupola  to  contain  the  bell.  Although  architecture  had  thus 
made  little  progress  before  the  English  conquest  of  1664,  there 
were  the  seeds  of  an  independent  growth  which  developed 
later  under  English  rule. 

Architecture  in  the  English  colonies.  Seventeenth  century. 
The  English  colonies  in  America  were  at  first  widely  separated, 
as  well  as  very  diilerent  in  their  character  and  purposes,  so 
that  there  was  much  diversitv  of  architecture  even  in  those 
where  the  settlers  were  mainly  of  English  birth.  Certain 
general  characteristics  hold  for  all,  however,  among  them  the 
essentially  medieval  nature  of  all  the  buildings  of  the  seven- 
teenth century.  This  could  scarcely  have  been  otherwise, 
in  view  of  the  fundamental  medievalism  of  most  building  in 
England  during  the  century,  outside  of  London  and  of  court 
circles.  England  had  been  the  last  countr>^  to  adopt  Renais- 
siince  forms  of  detail,  and  was  much  later  still  in  adopting 
classical  types  of  plan  and  mass.  Throughout  the  seventeenth 
century  in  England  the  country  churches  built  were  Gothic, 
and  the  rural  cottages  and  minor  country  seats  were  medieval 
in  all  but  a  few  a])]3lied  details  and  a  tendency  to  symmetry. 
Even  in  London,  we  may  recall,  the  first  classical  church  was 
not  built  until  i6:;o,  and  it  had  no  imitators  until  after  1666. 
Small  wonder,  then,  if  the  colonists,  themselves  largely  from 
the  nn'al  districts,  erected  buildings  which,  stripped  of  almost 
everv  detail  not  structurally  indispensable,  revealed  their 
basic  medievalism.  A  corollarv  of  this,  and  of  the  relativelv 
])riniitive  state  of  society,  was  the  general  absence  of  profes- 
sional architects  and  the  dependence  (^f  the  craftsmen  builders 
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on  tradition  in  matters  of  style  and  workmanship.  Another 
general  trait  in  the  seventeenth  century  was  the  almost  uni- 
versal prevalence  of  wood  as  a  building  material,  even  in 
regions  where  the  later  monuments  which  are  preserved  are 
of  masonry.  In  contrast  with  England  the  new  continent  was 
densely  forested,  so  that  in  clearing  land  for  cultivation  timber 
was  felled  ready  to  hand.  The  immediate  introduction  of  saw- 
mills in  populous  centers  made  plank  still  less  expensive  than 
otherwise,  so  that  for  years,  and  even  to  this  day,  brick  and 
stone  have  stood  at  a  disadvantage  in  cost  far  greater  than 
anywhere  in  Europe. 

Virginia  and  the  South.     Virginia  had  at  the  start  the  back- 
ing of  a  powerful  trading  company  and  the  advantage  of  a 
unique  sta[)le  crop,  tobacco,  which  soon  became  enormously 
valuable  for  export.     With  the  outbreak  of  the  civil  war  in 
England,  the  colony,  with  Maryland,  became  a  refuge  for  the 
royalists,  many  of  them  possessing  some  means.     Neverthe- 
less architectural  progress  was  vcr\'  slow.     From  the  foimding 
of  Jamestown  in  1607  the  home  authorities  made    constant 
efforts  to  establish   towns  and  require  buildings  of  brick. 
The    absolute   necessity   of   a   plantation   system,   however, 
forced  the  inhabitants  to  scatter  along  the  navigable  rivers 
and  made  mechanics  of  any  kind  scarce.     Framed  houses 
only  began  about  1620  and  were  still  imcommon  in  1 63  2 .     Clay 
and  some  brick  makers  there  were,  yet  the  first  house  wholly 
of  brick  does  not  seem  to  have  been  built  until  1638.     The 
typical   Virginia  house   of   the   seventeenth   century  was   a 
rectangular  framed  building  of  ver>^  moderate  size,  devoid  of 
any  architectural  ornaments,  and  with  a  great  chimney  of 
brick  at  each  end.     The  buttress-like  form  of  these  chimnevs, 
with  the  stee})ness  of  the  roof,  proclaimed  the  medieval  basis 
of  the  design.     This  is  even  more  ]>ronounccd  in  the  oldest  of 
the  Virginia  churches  still  remaining.  Saint  Luke's,  Smithficld, 
which  includes  some  bricks  of  1631,  although  it  is  very  doubt- 
ful if  the  whole  fabric  was  built  so  early.     With  its  pointed 
and  mullioned  windows  this  is  unmistakably  an  English  parish 
church  of  the  outgoing  Gothic,  in  spite  of  the  quoins  of  its 
tower.     In  Mar^dand  aiid  Carolina  the  same  general  history 
was  later  repeated,  bricks  of  local  manufacture  being  gradu- 
ally adopted  by  the  wealthier  planters.     Although  Carolina 
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was  not  settled  until  after  1660,  and  large  houses  were  not 
built  until  near  1700,  one  or  two  of  them  still  shovr  the  fan- 
tastic curved  gables  of  the  Jacobean  manors. 

New  England.  In  New  England  buildings  entirely  of  brick 
and  stone  were  especially  rare,  but  permanent  framed  build- 
ings of  wood  were  erected  almost  immediately  after  the  found- 
ing of  Plymouth  (1620),  Boston  (1630),  and  Hartford  (1636), 
with  no  long  period  of  makeshifts.  The  earliest  settlers  in- 
cluded carpenters,  and,  under  the  conditions  of  town  life 
which  prevailed,  artisans  were  numerous  throughout  the 
colonial  period.  They  brought  with  them  the  medieval  Eng- 
lish traditions  of  framing  houses  with  overhanging  upper 
stories,  and  of  filling  up  the  frame,  where  possible,  with  brick. 
The  changeable  climate  did  not  favor  the  exposure  of  such 
half-timber  work  to  the  weather,  and  from  the  start,  in  most 
instances  at  least,  the  exteriors  were  covered  with  clap- 
l>oards.     The  windows  were  small  leaded  casements,  essen-  • 

tially  medieval,  as  were  the  clustered  form  of  the  chimneys 
and  the  ornamental  droj^s  at  the  comers  of  the  overhangs. 
Several  different  types  of  plan  may  be  distinguished,  each 
characteristic  of  certain  localities.  In  Massachusetts  Bay  and 
the  Connecticut  colony  the  usual  type  was  one  having  two 
rooms  upstairs  and  down,  with  an  entry  and  a  great  chimney 
between,  and  often  with  a  lean-to  added  at  the  back.  Later 
the  lean-to  was  included  from  the  start,  as  in  the  Whipple 
house  at  Ipswich,  Massachusetts  (Fig.  287),  well  preserved 
and  restored.  The  typical  house  in  Providence  Plantation 
was  one  of  a  single  room  below,  with  a  great  chimney  at  one 
end,  creating  the  "stone-end  house."  Occasionally,  as  in  the 
Theophilus  Eaton  house  at  Hartford,  Connecticut,  the 
Elizabethan  U  or  H  plan,  with  a  central  *'hall,'*  was  pre- 
ser\'ed.  In  interiors  the  cavernous  fireplaces,  the  wainscot 
sheathing,  and  the  occasional  paneling  were  devoid  of  any 
Renaissance  detail.  Toward  1700  the  framed  overhang  was 
abandoned,  but  medieval  details  and  methods  lingered  well 
into  the  eighteenth  century.  The  churches  or  ** meeting- 
houses" in  New  England  likewise  retained  survivals  of 
medieval  forms,  but  their  dis]}osition  was  fundamentally 
alTected  by  the  extreme  Protestantism  of  the  settlers  there. 
After  the  passing  of  the  earliest  simple  cabins  they  tended 
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to  conform  to  the  prevailing  Protestant  type  of  England  and 
the  Continent — a  squarish,  hall-like  room,  with  galleries 
around  three  sides  and  the  pulpit  against  the  fourth,  which 
was  generally  one  of  the  longer  sides.  There  was  no  tower; 
the  belfry  was  merely  placed  astride  the  ridge  at  one  end  or 


on  a  deck  in  the  center  when  the  roof  was  hipped,  as  in  the 
"Old  Ship"  Meetinj^  House  at  Hingham,  Massachusetts. 

Pennsylvania.  Philadeljihia  was  not  foimdcd  until  1682,  so 
that  colonial  architecture  in  Pennsylvania  has  mostly  the  post- 
Renaissance  detail  of  the  eighteenth  century.  Before  leaving 
the  me<iieval  sun'ivals,  howe\'er,  one  must  consider  the  build- 
ings of  the  German  sects  of  Pennsylvania,  although  the  earliest 
of  any  pretensions  were  not  built  until  well  after  1700,  and 
others  not  until  about  1750.  The  monastic  halls  of  religious 
communities  like  that  at  Ejjhrata.  with  their  whitewashed 
walls  and  small  windows,  their  steep  roofs  and  ranges  of  little 
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dormers,  are  unmistakable  offshoots  of  the  Middle  Ages  in 
Germany. 

Eighteenth-century  colonial  architecture.  With  the  eigh- 
teenth century  came  greater  means  and  comfort,  wider  use  of 
permanent  materials,  and  the  adoption  of  classical  forms  of 
detail.  The  whole  seaboard  was  now  under  English  rule,  and 
local  diversity  was  subject  to  uniform  English  influence.  By 
this  time  in  England  the  style  of  Jones  and  Wren  was  every- 
where established,  and  the  small  provincial  towns  abounded 
with  doorways  and  interior  woodwork  in  which  the  favorite 
post-Renaissance  motives  of  broken  pediments,  consoles,  and 
rich  carvdng  were  conspicuous.  Still  more  important  for  the 
colonies  was  the  codification  of  current  architecture  in  books, 
great  and  small,  which  reproduced  both  formulae  for  the  orders 
and  other  details  and  designs  for  whole  buildings.  These 
were  imported  very  freely  and  will  be  found  to  have  had  the 
greatest  influence  on  single  buildings  and  on  the  prevailing 
style.  In  the  early  part  of  the  century  the  colonists  merely 
adopted  classical  details  for  the  individual  features  of  their 
buildings — the  cornice,  the  doorway,  and  perhaps  a  cupola — 
without  any  general  classical  treatment  beyond  a  s>Tnmetrical 
arrangement.  Later  the  churches  and  public  buildings,  and 
finally  even  the  dwellings,  began  to  assimie  a  monumental 
character.  During  the  later  years  of  the  colonial  regime 
there  also  appeared  some  tendency  toward  the  Palladian 
strictness  which  had  carried  the  day  in  England,  and  had 
dominated  the  later  architectural  publications.  In  these 
movements,  as  was  also  the  case  in  England,  cultivated  ama- 
teurs played  the  leading  nMe,  although  the  builders  them- 
selves were  quick  to  master  the  teaching  of  the  books  and  to 
assume  also  the  functions  of  architects. 

Houses.  The  first  signs  of  the  transition  at  the  opening  of 
the  eighteenth  century  were  the  ado])tion  of  less  steep  roofs, 
the  sul)stitution  of  sash  windcjws  for  the  leaded  casements, 
and  the  tendency  to  em])l()y  a  uniform  cornice  with  a  hip  roof, 
or  a  ])c(limentcd  gal)le  instead  of  a  gable  of  medieval  type. 
When  cornice  and  door  were  given  rich  detail — of  modillions 
and  of  pilasters  with  a  ]")C(liment — one  had  the  scheme  ex- 
em])lified  about  1730  in  West  over,  Virginia  (Fig.  288),  and  in 
the  finest  houses  of  that  day  throughout  the  colonies.     The 
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ample  and  sj-ntTnetrical  dependencies  seen  at  Westover  were 
characteristic  of  Virginia  and  of  Maryland  and  were  sometimes 
seen  at  Philadelphia.  Frequent  use  of  the  curved  and  the 
broken  pediment  and  of  rusticated  enframements  shows  that 
the  baroque  element  of  Wren's  work  was  still  current.  In  a 
few  instances,  beginning  about  1735.  tall  pilasters  were  applied 


to  the  comer  of  the  house.  As  these  were  only  associated 
with  an  individual  pedcstiil  and  a  fragment  of  entablature, 
however,  they  create  no  tjeneral  architectonic  treatment.  The 
earliest  important  house  in  whicli  a  more  academic  scheme  was 
attempted  was  Mount  Airy  in  Virginia  (175^),  where  two 
loggias — one  arched,  the  other  colonnaded — wore  the  axial 
fi-atiires  of  a  group  with  balanced  outbuildings,  taken 
appareiUly  from  James  Gibbs's  jmblished  designs.  It  was  not " 
until  1760  or  later  that  the  free-standing  portico  with  a 
pediment  was  applied  to  dwellings,  and  this  did  not  become  at 
all  common  until  after  the  Revolution.     In  a  few  instances, 
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notably  the  Miles  Brewton  house  in  Charleston,  South  Caro- 
lina (c.  1765),  there  were  superposed  porticoes  on  the  general 
scheme  of  many  of  Palladio's  villa  designs,  although  with 
much  freedom  in  proportions  and  detail.  Strict  following  of 
Palladian  canons  in  residence  work  only  began  with  Thomas 
Jefferson's  design  for  Monticello  in  1771,  on  the  very  eve  of 
the  Revolution.  The  interior  of  houses,  owing  partly  to 
the  prevalence  of  wooden  paneling,  was  much  richer  and  often 
more  coherent  in  architectural  treatment  than  the  exterior. 
The  subdivision  of  walls  by  pilasters  was  by  no  means  un- 
common, although  more  often,  as  in  the  Brewton  house,  each 
essential  element,  such  as  a  doorway  or  chimneypiece,  was 
elaborated  individually.  Baroque  features  persisted  even 
after  they  had  vanished  from  the  exterior. 

Churches.  The  buildings  in  which  the  more  advanced 
tendencies  were  first  manifested  were  the  churches.  Old 
Saint  Philip's,  Charleston,  consecrated  in  1723,  had  a  portico 
of  four  columns  in  front  of  its  tower,  only  a  few  years  after  the 
great  London  churches  with  a  similar  general  parti.  The 
nave  of  Christ  Church,  Philadelphia,  built  1731-44  under  the 
direction  of  Dr.  John  Kearsley,  has  an  architectonic  treatment 
of  the  Roman  arch  order  with  pilasters  in  two  stories.  Both 
of  these  buildings  had  the  basilican  interior  treatment  of 
Saint  Bride's  and  other  London  churches,  which  became  the 
favorite  system  for  the  more  elaborate  colonial  examples. 
Tae  exterior  portico,  which  in  Saint  Philip's  had  only  the  width 
of  the  tower,  was  enlarged  in  Saint  Michael's,  Charleston 
(1752-61),  and  in  Saint  Paul's  Chai)cl,  New  York  (1764-66, 
Fig.  28()),  to  embrace  almost  the  full  width  of  the  church. 
The  steci)les  followed  En^^lish  examples,  among  which  that  of 
Saint  Martin-in-the-Fiel(ls'  and  other  designs  reproduced  in 
Gibhs's  published  works  attracted  the  most  imitators. 

Public  buildings.  The  earliest  public  buildings  of  any  pre- 
tensions, such  as  the  older  New  York  City  Hall  (c.  1700)  and 
the  old  Viri^ania  (^a])it()l  at  Williamsburg  (1702-04),  still  be- 
trayed a  lingering  medievalism  in  their  H  plans,  in  spite  of  the 
round  arehes  or  the  columns  of  the  connecting  loggias.  Even 
in  Iniilclings  where  all  medieval  character  has  vanished,  like 
the  old  State  House  (Indei)endence  Hall)  in  Philadelphia 
(1732-52),  the  architectural  character  remains  fundamentally 
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domestic,  and  the  public  functions  are  suggested  on  the 
exterior  only  by  the  greater  size  of  the  building  and  its  posses- 
sion of  a  cui»ola.  In  the  interior  of  Independence  Hall,  indeed, 
there  is  a  monumental  treatment  by  an  arch  order  with 
engaged  columns,  which  wa*;  almost  unique  in  the  colonial 


period.  The  first  attem])t  at  academic  design  was  Faneuil 
Hall  in  Boston  (1742),  by  the  painter  Smibert,  with  the  arch 
order  in  two  stories,  the  lower  one  forming  an  open  miirket. 
A  scries  of  buildings  of  unique  architectonic  character  was 
designed  by  Peter  Harrison  of  Newport,  Rhode  Island,  who, 
whether  or   not  he   had  professional   training  in   England, 
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deserves  the  distinction  of  being  the  first  professional  architect 
in  North  America.  His  Redwood  Library  in  Newport  (1748- 
50)  has  a  Roman  Doric  portico  of  four  columns,  united  to  the 
body  of  the  building  by  a  single  unbroken  entablature  (Fig. 
ago).  Originally  only  the  small  wings  flanking  the  facade 
prevented  the  building  from  conforming  entirely  to  the  temple 


FIG.   190 — NEWPORT.      REDWOOD  LIBRARY 

type,  already  imitated  in  the  garden  temples  in  England. 
The  Market  at  Newport,  1761,  represents  a  more  advanced 
academic  phase  than  Faneuil  Hall,  in  that  it  involves  an 
engaged  order  running  through  two  stories,  over  an  arched 
basement.  This  was  the  characteristic  motive  of  the  more 
aml>itious  buildings  on  the  eve  of  the  Revolution,  such  as  the 
Pennsylvania  Hospital,  the  Exchange  in  Charleston,  and 
others.  The  greater  number  even  of  public  buildings,  how- 
ever, still  retained  not  only  the  modest^  materials,  brick  and 
wood,  but  also  the  simple  wall  surfaces  and  isolated  details 
of  the  early  part  of  the  century. 

Architecture  of  the  national  period.  Its  origins.  During  the 
Revolution  (1775-83)  building  was  almost  completely  sus- 
pended.    At  its  close,  although  some  craftsmen  continued 
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their  work  in  the  same  style  as  before,  the  leaders  were  inspired 
by  very  different  ideals.  They  recognized  that  the  colonial 
style,  whatever  its  merits,  was  provincial,  and  they  sought  to 
establish  an  architecture  worthy  of  the  new,  sovereign, 
republican  States  and  of  the  great  nation  soon  welded  from 
them.  In  all  types  of  buildings  connected  with  political  and 
social  institutions,  moreover,  the  republican  and  humani- 
tarian ideals  of  America  demanded  solutions  very  different 


FIG.    191— RICBMOND.       VIRGINIA   CAPITC 

!iom  those  which  were  traditional  in  Europe.  For  govern- 
ment buildings,  prisons,  asylums,  and  other  types  new  dis- 
positions had  to  be  found.  The  pioneer  in  both  these 
movements  was  Thomas  Jefferson,  whose  political  career  gave 
him  an  unexampled  opportunity  for  the  realization  of  his 
architectural  conceptions.  He  felt  that  even  the  forms  of 
detail  should  not  be  borrowed  from  contemporary  European 
styles,  although  they  should  command  the  respect  of  foreign 
observers.  In  thi^  situation  he  turned  to  what  he  felt  to  be 
the  unimpeachable  authority  of  the  ancients,  in  whose  republics 
the  new  States  were  felt  to  have  their  closest  analogy.  In  his 
design  for  the  Capitol  of  Virginia  at  Richmond  (1785,  Fig. 
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291),  the  first  of  modem  republican  government  buildings, 
he  boldly  took  as  his  model  the  Maison  Carrie  at  Nimes.  The 
Ionic  order  was  substituted  to  save  expense,  windows  were 
necessarily  pierced  in  the  cella  walls,  and  the  interior  was 
subdi\'ided  in  conformity  with  the  balance  of  legislative  and 
judicial  functions,  if  not  exactly  in  accordance  with  the  ex- 
j)ression  of  the  exterior.  It  is  little  realized  that  this  design 
considerably  antedated  anything  similar  abroad.  Classical 
examples  had  indeed  been  imitated  in  garden  temples  and 
commemorative  montiments,  but  never  on  such  a  large  scale 
and  never  in  a  building  intended  for  practical  use.  Even 
Gilly's  proposed  temple  to  Frederick  the  Great  (1791)  and 
Vignon's  Napoleonic  Temple  of  Glory  (1807)  were  monuments 
simply,  and  not  until  the  Birmingham  Town  Hall  (1831)  was 
there  anything  in  Europe  really  analogous  to  this  first  monu- 
ment of  American  national  architecture. 

Academicism  and  classicism.  Public  buildings.  The  seed 
of  a  literal  classic  revival  thus  implanted  required  time  to  bear 
its  fruit.  Meanwhile  many  buildings  of  less  advanced 
character  evidenced  none  the  less  the  change  from  colonial 
ideas.  Engineers,  builders,  and  amateurs,  both  of  native  and 
of  foreign  birth,  united  to  infuse  them  w4th  largeness  of  scale 
and  academic  character.  James  Hoban  of  Dublin,  in  his 
South  Carolina  Capitol  at  Columbia  (1786-91),  and  L'Enfant, 
the  French  military  engineer,  in  his  remodeling  of  Federal 
Hiill  in  New  York,  the  first  Capitol  of  the  United  States  (1789), 
both  cm])l()ycd  the  favorite  academic  formula  of  a  columnar 
central  pavilion  over  a  liigh  basement.  William  Thornton's 
Philadelphia  Library  (lySg),  and  Sjunuel  Blodget's  marble 
fat;a{le  of  the  Bank  (^f  the  United  States  (Girard's  Bank)  in 
Philadel])hia  (i7(;5).  had  similar  frontispieces  rising  the  full 
lu'ight  of  the  building.  The  competitive  drawings  for  the 
Cai)it()l  at  Washington  (i7g2-g3)  showed  a  determined  eflfort 
tT)  secure  a  monumental  result.  The  design  of  Thornton, 
wliic'h  received  first  ])rize,  was  based  on  the  great  Palladian 
layouts  of  En<^land.  More  advanced  still  were  the  competitive 
dcsii^ns  of  Ste])hen  Ilallet,  a  French  architect  of  the  highest 
]>r()fessional  training,  who  was  ])laced  in  charge  of  the  work. 
In  his  first  study  he  had  ado])ted  the  scheme,  since  so  popular 
in  legislati\-e  buildings,  of  a  tall  central  dome  with  balancing 
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wings,  similar  in  form  to  the  CoII6Ke  des  Qiiatre  Nations  in 
Paris.  Various  later  studies,  under  Jefferson's  influence,  were 
based  on  the  pcrist>'lar  temple,  the  Pantheon  in  Paris,  and  the 
motive  of  the  Pantheon  in  Rome,  which  remained  the  accepted 
central  feature.  In  these  studies,  also,  Hallet  anticipated  the 
foreign  instances  of  legislative  halls  of  semicircular  form, 
Charles  Bulfinch  showed  both  the  classical  and  the  academic 
influences,  in  the  Beacon  column  in  Boston  (ijSg).  based  on 
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Roman  examples,  and  in  the  Massachusetts  State  House 
( 1 7<)5-<)8),  with  its  ta!l  dome  and  its  colonnade  above  an  arched 
basement  (Fit;.  2<)2).  Pure  French  academism  of  the  mid- 
cij^liteenlh  century  apiKsars  in  the  New  York  City  Hall 
(1803-12,  Fi;;.  2q_(),  di.'sit;ncd  by  the  French  engineer,  Joseph 
Manj.Hn.  in  part nerfjhip  with  John  McComb.  Here  for  the 
first  linic  in  .\nn'rica  ajipears  an  academic  fagade  with  angle 
pavilions,  with  a  sophisticated  wall  treatment  of  superposed 
orders,  nf  archivolts  and  ru.sticalion.  The"  comp1e|M^^py 
of  classicism,  even  in  its  Roman  phase,  did  not^^Keuntil 
after  1S15,  It  was  Jefi"erson,  the  initiator  of  the  mo\'ement, 
whit  crowned  its  Iriinniih  with  the  design  of  the  Universitv 
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of  Virginia  group.  Here  long  colonnades  connecting  classical 
pavilions  of  varied  design  lead  up  to  the  central  Rotunda  or 
library',  based  on  the  Roman  Pantheon. 

The  Greek  revival.  Lalrohe.  Long  before  classicism  had 
carried  the  day  the  Roman  revival  had  been  reinforced  by  a 
Greek  revival.  The  introduction  of  Greek  forms,  already  Msed 
in  England  and  Germany,  was  due  to  Benjamin  Henry  Cat  robe. 


an  architect  who  had  the  ijrnfcssional  training  of  both  these 
countries.  He  came  to  j\inerica  in  179A,  and  in  his  first 
monumental  work,  the  Bank  of  Pennsylvania,  1799,  employed 
a  Greek  Ionic  order  in  two  htrxastylc  porticoes  which  gave 
access  to  the  domed  banking-room.  In  the  conduct  of  the 
work  on  the  national  Capitol,  with  which  he  was  charged  from 
1803-17,  his  principal  opportunities  lay  in  the  interior,  where 
he  crciited  the  great  semicircular  Hall  of  Representatives 
(now  Statuiir\-  Hall),  with  its  Corinthian  colonnade  employing 
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Greek  capitals  of  the  Lysicrates  type.  His  last  design  was 
for  the  second  Bank  of  the  United  States  in  Philadelphia 
(1819-24),  in  which — encouraged  doubtless  by  the  philhellene 
Nicholas  Biddle,  later  its  president — he  adopted  the  octastyle 
Doric  form  of  the  Parthenon  itself  (Fig.  294).  The  need  for 
additional  space  in  the  interior,  indeed,  led  to  the  suppression 
of  the  side  colonnades,  but  even  then  the  building  approached 
the  ultimate  Athenian  ideal  more  nearly  than  any  modem 
building  which  had  so  far  been  erected  in  Europe. 

The  later  classicists.  Hellenic  influence  dominated  American 
architecture  until  nearly  i'  o.  A  pupil  of  Latrobe,  Robert 
Mills,  rivaled  his  master  in  au  v  anced  classicism  by  employing 
a  Greek  Doric  colimin,  nearly  a  hundred  feet  in  height,  as  the 
motive  of  his  Washington  Monument  in  Baltimore  (18 15), 
and  an  obelisk  of  five  hundred  feet  in  the  Washington  Monu- 
ment in  Washington  (1836^.)-  The  temple  form  was  followed 
in  a  series  of  State  capitols,  and  notably  in  the  one-time 
Custom  House  of  New  York  (1834-41),  now  the  Sub-Treasury 
— another  and  more  literal  version  of  the  Parthenon.  The 
latest  and  richest  example  was  the  main  building  of  Girard 
College  in  Philadelphia  (1833-47),  for  which 'Nicholas  Biddle 
forced  the  adoption  of  the  temple  form,  carried  out  with 
the  Corinthian  order  of  the  Lysicrates  type  by  Thomas  U. 
Walter.  For  State  capitols,  however,  the  type  having  a 
dome  and  wings,  with  the  prestige  given  it  by  the  completion 
of  the  national  Ca])itol  (1829),  found  thenceforth  more 
adherents.  Another  favorite  motive  was  the  long  unbroken 
colonnade,  as  used  in  the  original  ( Fifteenth  Street)  fagade  of 
the  Treasury  in  Washington  by  Robert  Mills  (1836-39),  and 
in  the  Merchants'  Exchange  in  New  York  (now  forming  the 
lower  story  of  the  National  City  Bank),  by  Isaiah  Rogers 
(1835-41).  A  novelty  was  the  great  semicircular  portico  of 
the  Merchants'  Exchange  in  Philadel])hia,  by  Wifliam  Strick- 
land. When  the  Capitol  at  Washington  was  enlarged  to  its 
r)resent  form  (Fig.  205)  l)y  Walter  in  1851-65,  he  had  naturally 
to  follow  the  academic-Roman  ordonnance  of  the  exterior, 
and  thus  helped  to  give  the  later  buildings  of  the  classical 
movement  a  less  Hellenic  stam]).  By  all  these  designs,  the 
States  and  the  nation  were  endowed  with  a  tradition  of 
monumental  and  dignified  government  architecture  which  has 
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been  continued  with  but  slight  interruptions  to  the  present 
day. 

Dotnestic  arckitecture.  In  domestic  architecture  after  the 
RevTilution  the  colonial  style  was  resumed  by  the  craftsmen 
with  little  change,  so  that  a  large  group  of  buildings  may  well 
be  described  as  "post-colonial."  An  early  example  is  the 
Pierce-Nichols  house  in  Salem  (c.  1790),  by  Samuel  Mclntire. 


The  facade  differs  little  from  that  of  the  Royall  house  in 
Medford,  built  fifty  years  earlier,  except  in  the  substitution  of 
a  heavy  Doric  order  in  the  comer  ])ilastcrs  and  in  the  bolder 
treatment  of  the  d(Kirway  (Fig,  296).  Classical  influence  soon 
showed  itself  in  two  quite  different  ways.  One,  which  still 
invoh'cd  no  break  with  the  past,  was  the  emplo\Tnent  of  Adam 
forms  of  detail,  both  in  exteriors  and  interiors.  Thus  were 
developed  the  attenuation  of  proportions  and  the  delicacy  of 
ornament  so  characteristic  of  the  later  work  of  Mclntire  in 
Salem,  typical  of  New  England  in  the  early  nineteenth 
century,  and  occasionally  seen  elsewhere.  The  appropriate- 
ness of  these  forms  to  execution  in  the  prevailing  material, 
wood,  lent  them  a  special  attraction.     The  other  classical 
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tendency,  which  dominated  the  States  farther  south,  was  quite 
different  in  its  inspiration  and  direction.  It  took  its  departure 
from  Palladianism  and  from  French  models,  and  ultimately 
sought  to  assimilate  the  house  also  to  the  ideal  form  of  the 
temple.  From  the  start  the  |)ortico  or  frontispiece  of  tall 
columns  was  common,  a  ])romincnt  example  being  the  White 
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House  in  \V;isliinj;t(.n  (i-j^izjf..  Fi;;.  21)7).  The  tall  portico 
iK'came  esi)eci;Llly  popujur  in  Virginia  and  the  South  through 
Jeffersini's  nunuTtnis  (li'si|.,'ns.  in  which  he  sought,  where 
piissihle,  lo  j^ive  tin.-  ellVct  of  a  sinfjlc  story,  as  in  the  French 
hiiu'^'s  of  suiiposedly  Roman  c;i'<t.  In  remodeling  his  own 
house,  Monticvllo  (i;t)6  -i.Sorj).  he  introduced  a  dome  over  the 
pnijei-lins;  salnn,  to  sfaiR-  a  still  further  resemblance  to  such 
l>uii.lin-,'s  as  the  llAU'l  <k-  Salm  in  Paris.  The  professors' 
houses  <>i  thf  UnivLTsity  of  Virijinia,  which  he  designed  as 
"specimens  fur  IIk'  archittctund  lecturer,"  included  imitations 
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Victor  Baltard,  1805-74. 

Halles  Centrales  in  Paris,  1852-59. 
Buildings  of  the  Paris  ExpOvSitions  of  1878  and  1889. 
Alexandre  Eiffel,  183  2-. 

Eiffel  Tower  at  the  Paris  Exposition  of  1889. 
Hector  Guimard,  1867-. 

Stations  of  the  Paris  Underground  Railway  (''Metro"), 
1898  /. 
Auguste  Perret,  18 74-,  and  Gustav^e  Perret,  1876-. 

Theatre  des  Champs  Ely  sees,  191 2. 


ENGLAND 

I.  Ckussicism,  c.  1760-1850. 

Roman  phase. 

RolxTt  Adam,  1728-92,  and  James  Adrun,  d.  1794. 

Screen  for  the  Admiralty  in  London,  1760. 

Remodeling  of  Kedleston,  1761-65. 

Record  Office  in  Edinburgh,  1771. 

The  Adclphi  in  London,  1772. 

University  Buildings  in  Edinburgh,  1778  JT. 
Sir  John  Soane,  17  53- 183  7. 

Bank  of  England  in  London,  17 88- 183  5. 
Harvey  Lonsdale  Elmes,  1814-47. 

Saint  George's  Hall  in  Liverpool,  1814-54. 
Greek  phase. 

James  Stuart,  1713-88. 

Chapel  at  Greenwich  Hospital. 
Thomius  Harrison,  b.  1744. 

*'The  Castle"  at  Chester,  1793-  1820. 
Thfmic'u;  Hamilton,  17H5-1S5S. 

High  School  at  Edinburgh,  1825   ig. 
Sir  Rol)crt  Smirke. 

British  Museum  in  London,   1S25-47. 

II.  Romanticism,  c.  1 760-1870. 

First  i)hase,  c.  1 760-1830. 
Strawberry  Hill,  1753-76. 
Font  hill  Abl^ey,  1796-18 14. 
Eaton  Hall,  1803-14. 
Second  i)hase,  c.  1830-70. 

Augustus  Welby  Pugin,  1813-52. 
18  Church  of  Saint  Augustine,  Ramsgate,  1842. 
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Sir  Charles  Barry,  1705-1860. 

Houses  of  Parliament  in  London,  1S40-60. 
Sir  (lilbort  Scott,  181 1-78. 

Church  of  Saint  Gilas  in  Camlxjrw'ell,  1842-44. 
William  Butterfield,  18 14- 1000. 

All  Saints',  Marji^aret  vStreet,  in  London,  1849. 
George  Edmund  Street,  1824  81. 

Law  Courts  in  London,  1868-84. 
Alfred  Waterhouse,  1830-1005. 

Assize  Courts  in  Manchester,  1859-64. 

Museum  of  Natural  History  in  London,  1868-80. 
II L  Eclecticism,  c.   i83a-date. 

Italian  and  nco-grcc  phase. 
Sir  Charles  Barry,  1705-1860. 

Travelers'  Club  in  London,  1820-31. 
Charles  Robert  Cockcrell,  17  88- 1863. 

Taylor  and  Randolph  Buildings,  Oxford,  1840-45. 

Branch  Bank  of  England,  Liverpool,  1845. 
Sir  James  Pcnnethorne,  1 801-71. 

University  of  London,  1866-70. 
(Jueen  Anne  phase. 

Eden  Xcsfield,  1835-88. 

Lodges  at  Regent's  Park,  1864,  and  Kew,  1866. 
R.  Noniian  Shaw,  1831-1012. 

New  Zealand  Chambers  in  London,  1873. 
I  v.    Functional  ism,  c.  1850  to  date. 
Sir  Josc])h  Paxton,  1803-65. 

Crystal  Palace  in  London,  1851. 
C.  Harrison  Townscnd. 

Bisho])sgatc  Institute  in  London,  1803-04. 

Horniman  Museum  in  London,  1900-01. 
C.  F.  A.  Voysey,  185 7-. 


GERMANY 

Classicism,  c.  17 70- 1840. 
Roman  ])]iase,  c.  1770-00. 

Ai)])cy  Cluirch  at  Saint  Blasien,  1770-80. 
Dent schhauskirclie  in  \urnl)erg,   1785. 
(iivck  jiliascc.   1700-1840. 

Karl  Gottfried  Langhans,  1733-1808. 
Brandenburg  Gate  in  Berlin,  1788-91. 
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execute  a  Gothic  design,  in  Sedgeley,  a  country  house  near 
Philadelphia   (1800).      For   the   cathedral   in   Baltimore   he 
submitted  an  alternative  scheme  which  was  the  first  Gothic 
church   design   in   America.     In    1807    Godefroi,    a   French 
engineer  and  architect,  carried  out  the  chapel  of  Saint  Mary's 
Seminary  tn  Baltimore  with  Gothic  forms.     Other  architects 
soon  essayed  occasional  buildings  in  Gothic,  still  inspired  less 
by  a  conscious  prin- 
ciple of  eclecticism 
than   a  romantic  in- 
terest in  the  style,  of 
which  neither  the 
structural     principles 
nor  the  decorative 
forms  were  much  un- 
derstood.     A  new 
period  in  the  Gothic 
revival  was  opened  by 
the  building  of  Trinity 
Church  in  New  York, 
by    Richard    Upjohn 
(1839-46.    Fig.    298). 
Here  the  design  was 
carefully  studied  from 
English   examples. 
These  long  remained 
the    favorite   models, 

although  James  Ren-       fig.  298— new  york,    trinity  church 
wick  in  Saint  Patrick's 

Cathedral,  New  York  (1850-71)),  adopted  the  traditional 
French  scheme  with  twin  western  towers.  In  the  sixties 
the  influence  of  Ruskin  led  to  the  adoption  of  Italian 
Gothic  detail,  and  to  a  moral  fer\-or  in  tlie  advocacy  of 
medievalism  which  had  hitherto  been  absent  in  America. 
Meanwhile,  in  the  forties,  the  imitation  of  temples  in 
domestic  architecture  had  been  attacked  as  absurd  and 
impractical,  and  cottages  and  villas  of  Gothic,  Elizabethan, 
Swis.s,  or  "Italian"  style  had  taken  their  places,  as  more  flexible 
and  convenient,  more  domestic,  and  more  in  harmony  with 
the  landscape.  Individual  Greek  forms,  however,  had  con- 
19 
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tinued  to  be  employed  for  the  details  of  other  houses,  especially 
in  the  towns,  and  thus  both  romanticism  and  classicism  were 
gradually  replaced  by  an  eclecticism  which  chose  for  each 
building  the  style  which  seemed  most  appropriate  to  its  use 
and  surroundings. 

Eclecticism.  In  America,  where  there  were  so  few  trained 
tirchitects  or  accessible  models,  the  supplanting  of  traditional 
knowledge  of  forms  by  unrestrained  eclecticism  had  even  more 
disastrous  results  for  the  common  run  of  buildings  than  it  had 
in  Europe.  The  Civil  War  (1861-65),  with  the  materialism  of 
the  resulting  era  of  economic  reconstruction,  accentuated  the 
difficulty,  and  subjected  government  architecture  to  a  mechani- 
cal system.  Nevertheless  there  was  no  period  of  years  in 
which  competent  and  thoughtful  men  did  not  seek  to  uphold 
the  ideals  of  their  art,  in  buildings  which  worthily  represented 
contemi)orary  movements  in  Europe.  Most  notable  of  the 
earlier  men  was  Richard  Morris  Hunt  (1828-95),  the  first 
American  to  study  at  the  Ecole  des  Beaux-Arts  in  Paris,  who 
brought  with  him  to  New  York  in  1855  the  rationalistic  train- 
ing of  the  school  and  a  preference  for  French  Renaissance 
forms,  then  dominant  under  the  Second  Empire.  In  the 
Lenox  Librar\',  New  York  (1870-77),  he  followed  the  tendencies 
of  Labrouste;  while  in  the  houses  for  the  Vanderbilts  in  New 
York  and  at  Biltmore,  in  the  Astor  residence,  and  in  **  cottages  " 
at  Newi)ort,  he  exploited  every  phase  of  his  favorite  style,  only 
adopting  a  more  classical  tendency  in  the  last  years  of  his 
life,  under  the  influence  of  younger  men.  The  older  archi- 
tects of  English  training,  meanwhile,  were  attempting  to 
establish  the  sui)remacy  of  Victorian  Gothic, -and  in  churches, 
at  least,  medieval  fonns  were  employed  as  a  matter  of  course. 

Richardson  ami  the  Romanesque.  When  Henry  Hobson 
Richardson,  another  American  of  French  academic  training, 
chose  the  Romanesque  style  for  his  accepted  project  for 
Trinity  Church  in  Boston  (1872),  he  was  influenced  primarily 
l)y  the  sli.i^ht  (le])th  of  the  site,  which  was  unfavorable  to  a 
Gothic  na\'e.  He  clothed  the  broad  cruciform  naves  and 
great  central  tower  with  a  rugged  mantle  of  polychrome  sand- 
stone reminiscent  of  Auvcrgne  and  Salamanca  (Fig.  299).  By 
the  time  the  building  was  completed  in  1877,  however,  he  saw 
in  Romanesque  fomis  a  far-reaching  adaptability  to  American 
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needs,  which  would  permit  the  development  of  a  truly 
national  style.  Their  simplicity  and  rugRedness  seemed  suited 
alike  to  materials  readily  available,  to  the  general  limitation 
of  funds,  and  to  the  relative  lack  of  skilled  carvers.  In 
subsequent  buildings,   like  the  Allegheny   Court    House  at 


Pittsburjjh  (1884),  he  expressed  freely,  with  a  personal  vocabu- 
lary of  Romancsciiie  elements,  the  i<leal  character  and  prac- 
tical condiliims  of  a  ^reat  number  of  contemporary  types — 
the  town  librarj-,  the  country  railroad  station,  even  the  vast 
warehouse.  Richardson's  mannerisms,  however,  such  as  the 
fondness  for  towers  and  for  bro:u1  low  arches,  were  more 
easily  acquired  by  others  than  his  power  of  picturesque  yet 
lo^'ical  comjwsition.  Thus,  after  his  uniimclj'  death  in  1886, 
bis  style  was  quickly  discredited  by  iniitaiors.  while  the  abler 
architects  continued  their  inde]>endcnt  development. 

"Queen  Anne"  and  the  beginnings  of  the  colonial  revival. 
Simultaneously  with  the  building  of  Trinity  had  come  the 
founding  of  the  Queen  Anne  movement  in  England,  with  its 
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wide  pro|,Tam  of  frankness  and  colloquialism,  and  the  revela- 
tion of  foreign  arts  and  crafts  to  America  through  the  Centen- 
nial Exposition  in  1876.  These  inspired  many  attempts  at 
imitation,  and  some  free  and  original  creations,  such  as  the 
Casino  at  Newport,  built  in  1881  by  the  firm  of  McKim,  Mead, 
and  White.  The  attention  of  these  men  and  some  others, 
hitherto  attracted  by  the  French  Renaissance  or  the  Roman- 


esque, was  naturally  drawn  to  the  American  buildings  of  the 
scvctilecnth  and  eighteenth  centuries  which  correspond  to  the 
prototyiK's  of  the  Quccii  Anne  style  abroad.  Thus  besan  a 
direct  revival  of  colonial  architecture,  in  many  houses  of  the 
eigiities,  with  ;i  richness  of  delicate  detail  on  the  exterior 
very  diiTerent.  to  be  sure,  from  the  general  simplicity  of  the 
old  examidcs. 

Tlic  adoption  of  RcuaissaiKC  forms.  It  was  this  adaptation 
of  n^Ltive  KLJi;iissance  fonns  which  prepared  McKim,  Mead, 
and  White  for  the  ado]>tion  of  those  of  the  Italian  Renaissance. 
TlicsL'  wi-TC  oiiiiiloyed  for  the  first  time  by  one  of  their 
assnfiatcs,  Holdcn  Wells,  in  the  Villard  houses  in  New  York 
( r,SS5),  where  liic  arched  windows  of  the  Cancelleria  furnished 
the  mmive.  The  decisive  wiirk,  however,  was  the  Boston 
Public  Libniry  (iS,SS-05.  Fig.  ,)oo),  in  which  McKim,  taking 
hifl  ilepiirLure  from  the  Dibliothequc  Saintc  Genevieve,  gave  the 
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scheme  the  warmer  and  more  robust  character  of  Albcrti's 
San  Francesco  at  Rimini.  In  the  interior.each  element  of  the 
building  was  sympathetically  studied  from  Italian  examples 
which  showed  the  structural  use  of  classical  elements,  and 
executed  with  a  characteristic  treatment  of  each  material  and 
a   harmony    of   decoration    hitherto   unknown   in   America, 


McKim's  purism  of  detail  in  the  library  was  complementCL' 
Ijy  the  luxurious  elaboration  of  Renaissance  ornament  by 
White  and  Wells  in  the  Century  Club  and  Madison  Square 
Garden  in  New  York  (i8gi).  The  effect  on  current  practice 
was  electrical.  Almost  overnight  Romanesque  and  Queen 
Anne  pave  way  to  Renaissance  forms,  which  more  nearly 
aijproachcd  universal  accc])tance  than  those  of  any  style  since 
the  Greek  revival.  There  were  variants,  to  be  sure,.  Fresh 
arri\-als  from  the  Ecole  des  Beaux-Arts  tended  to  follow  French 
JRenaii^sance  and  academic  architecture  rather  than  Italian. 


556        A  HISTORY   OF  ARCHITECTURE 

For  domestic  buildings  many  preferred  more  literal  imitations 
of  the  *' Georgian"  houses  of  the  colonies  in  the  eighteenth 
century.  The  Italian  tendency  received  a  powerful  reinforce- 
ment, however,  in  the  work  of  Charles  A.  Piatt,  who  intro- 
duced the  Italian  formal  garden  into  America  (Fig.  301),  and 
has  steadily  widened  the  scope  of  his  architectural  activity 
without  departing  far  from  his  favorite  style.  It  still  counts 
many  adherents. 

N co-classicism.  The  Chicago  Exposition,  The  crucial  test 
between  the  partisans  of  a  free  and  modem  interpretation  of 
motives  chiefly  medieval  and  the  partisans  of  a  strict  following 
of  some  form  of  classic  architecture  came  in  the  buildings  of 
the  Colum!)ian  Ex]X)sition  in  Chicago  in  1893.  The  studies  of 
John  W.  Root,  the  original  consulting  architect  of  the  exposi- 
tion, were  of  a  free  semi-Romanesque  character,  with  some 
recognition  of  the  steel  construction  and  the  temporary''  nature 
of  the  buildings.  These  concej^tions  might  well  have 
dominated  the  enseml)]e  had  not  the  death  of  Root  on  the  eve 
of  the  undertaking  left  the  grou])  of  Eastern  architects,  headed 
by  Hunt,  to  whom  he  had  confided  the  buildings  of  the  Court 
of  Honor,  free  to  carry  out  their  own  ideas.  These  were  that 
the  mutual  dependence  of  their  buildings,  and  the  formal 
character  of  the  court,  demanded  a  consistent  style  of  generally 
Roman  classical  character,  with  a  uniform  cornice  height 
fixed  at  sixty  feet.  This  did  not  preclude  a  treatment  of 
merely  academic  cast,  with  details  tinged  by  Italian  or  Spanish 
influence,  so  that  within  the  classical  scheme  there  was  a 
considerable  diversity  of  style.  The  buildings  which  attracted 
the  most  admiration,  however,  were  those  in  which  the  main 
cornice  was  reached  by  a  single  order  of  strictly  Roman 
character — namely,  the  Agric^iltural  Building  by  McKim, 
the  Fine  Arts  group  and  the  *'  Peristyle"  toward  the  lake,  both 
by  Charlrs  H.  Attwood  (Fig.  302).  Attwood,  in  the  Fine  Arts 
Building,  followed  Bcsnard's  project  for  the  Grand  Prix  de 
Rome,  with  its  central  portico  with  an  attic  and  a  saucer  dome 
behind;  AIcKim  was  also  greatly  influenced  by  the  same 
design,  although  he  followed  it  much  less  closely.  True  to  the 
ho])cs  of  their  designers,  the  classical  buildings  produced  a 
ciiniulatix'e  effect  of  harmony  and  magnificence  which  was 
(k'e])ly  slanipi'd  on  the  memory  of  the  whole  nation. 
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Neo-classicism.  Later  developments.  Although  the  leading 
architects  of  the  exposition  had  hoped  to  give  a  striking  object- 
lesson  of  the  value  of  classical  and  academic  formulae,  they 
hardly  expected  the  result  which  ensued.  Whereas,  eariier, 
there  had  been  one  or  two  isolated  experiments  with  strictly 
classical  forms,  such  as  the  Grant  Mausoleum  in  New  York 
(1891),  the  whole  public  architecture  of  the  country  was  now 
turned  into  a  monumental  and  classical  channek^  The  first 
fruit  of  the  movement  was  McKim's  unified  classical  design 
for  Columbia  University  in  New  York,  with  its  great  domed 
library  (1895).  A  fresh  impulse  came  through  the  restoration 
of  the  University  of  Virginia  by  White  after  the  fire  of  1901,  and 
the  activity  of  AIcKim — with  D.  H.  Bumham,  Olmsted,  and 
Saint-Gaudens — on  the  commission  for  the  improvement  of 
Washington.  The  character  of  the  early  buildings  of  the 
re])ublic  thus  gave  a  nationalistic  sanction  to  the  classical 
tendency,  and  the  style  of  new  government  buildings  was 
henceforth  established.  Milestones  in  the  progress  of  the  move- 
ment are  the  Knickerlx)cker  (Columbia)  Trust  Company 
in  New  York,  with  its  single  rich  Corinthian  order  including 
the  whole  height  of  the  building,  and  the  Pennsylvania 
Tenninal  Station,  with  its  long  Doric  facades,  and  its  great 
hall,  literally  copied  from  the  Roman  thermcC,  almost  devoid 
of  practical  functions.  From  the  start  the  orders  used 
frequently  included  Greek  fonns,  and  these  have  been  em- 
ployed increasingly.  A  nota])le  recent  instance  is  the  Lincoln 
Memorial  in  Washington,  a  peristylar  cella  in  which  the  old 
revivalist  enthusiasm  for  an  al^stract  architectonic  ideal  has 
]}revailed  over  any  suggestion  of  indi\'idual  character.  The 
current  tendency  to  employ  Adam  or  Louis  XVL  forms  in 
residences  and  hotels  shows  the  extension  of  the  movement  to 
fields  where  more  nioninnental  treatment  would  be  out  of  place. 
Tliis  second  classical  revi\'al  in  America  has  little  contemporary 
])rira]lel  abroad  excc])t  in  England,  which  has  itself  been 
iiifluencc-d  in  the  mailer  by  develo])ments  across  the  ocean. 
While  iIk'  ivst  of  tlie  world  is  seeking,  in  one  way  or  another, 
new  fornis  cx])rcssi\'e  of  tlie  novel  elements  of  modem  life, 
lliis  insistence  on  the  traditional  autliority  of  the  past  can  be 
a(k'C|ualel>'  explained  only  by  the  uni)aralleled  heritage  of 
classical  monuments  from  the  formative  period  of  the  nation. 
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Thus  the  founders  of  the  republic  might  seem  for  the  moment 
to  have  achieved  their  aim  of  establishing  classical  architecture 
as  a  permanent  national  style. 

Gothic  survivals.  In  spite  of  the  ovenvhclming  victorj'  of 
classical  forms,  the  Gothic  tendency  has  been  kept  ahvc.  largely 
through  the  enthusiasm  and  artistry-  of  two  men,  Ralph  Adams 


Cram  and  Bertram  Grosvcnor  Goodhue,  who  practised  in 
partnership  for  many  years.  Their  initial  success  was  the 
church  of  All  Saints,  Ashmont,  Massachusetts  (1892,  Fig. 
303),  which  embodied  the  s;ime  free  tendencies  as  the  designs 
of  Sedding  in  England,  These  tendencies  have  been  per- 
petuated in  Goodhue's  later  work,  such  as  the  chapel  and  other 
buildings  of  the  Military  Academy  at  West  Point,  with  their 
picturesque  adaptation  to  the  rugged  site.  Cram  has  tended 
to  follow  precedents  more  strictly,  and  to  range  more  widely 
among  the  medieval  styles,  as  in  his  "Early  English"   Calvary 
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Church  at  Pittsburgh,  and  the  late  Byzantine  administration 
building  for  the  Rice  Institute  at  Houston,  Texas.  Even  in  its 
last  strongholds,  ecclesiastical  and  collegiate  architecture,  the 
Gothic  has  had  to  yield  ground,  especially  to  the  colonial 
re\aval.  Nevertheless,  although  both  the  Protestant  sects  and 
the  Roman  Catholic  church  now  prefer  the  styles  unequivo- 
cally associated  with  their  past,  the  preference  of  the  Anglican 
episcopate  for  Gothic  forms,  and  the  personal  prestige  and 
ability  of  the  Gothic  leaders,  have  still  maintained  the  Gothic 
tendency. 

Functional  ism.  The  striving  for  characteristic  expression, 
which  is  the  principle  of  functionalism  in  architecture,  appeared 
subordinately — in  America  as  in  Europe — in  all  the  movements 
of  the  nineteenth  century.  Structural  purism  was  a  quality 
of  Latrobe's  designs,  as  it  was,  more  pronouncedly,  of  those  of 
the  Gothicists.  The  lessons  of  Ruskin  and  Viollet-le-Duc  were 
not  forgotten  in  the  early  years  of  the  Renaissance  re\dval 
and  of  neo-classicism,  when  it  was  felt  that  the  colimin  must 
be  used  only  in  its  original  function  of  an  isolated  support. 
Even  in  the  later  years  of  these  movements,  when  structiu*al 
purism  has  yielded  to  the  expression  of  monumental  character, 
this  very  character  itself  is  felt  to  l>e  but  one  of  a  ntmiber  of 
ideals  which  govern  the  different  phases  of  architecture — 
civic,  religious,  and  domestic.  Moreover,  in  spite  of  eclectic 
inclination — so  strong  in  America,  especially  in  McKim's 
work — to  model  the  exterior  of  a  building  on  an  individual 
prototype  selected  in  advance,  there  has  been  a  steady  de- 
velo]3ment  of  logical  jjlanning  and  expression  of  plan,  under 
the  leadership  of  the  Beaux-Arts  men.  McKim  and  White 
themsch'cs  were  the  j^ioncers  in  a  characteristic  use  of  materials 
wliich  has  ])ro(luced  such  interesting  results  as  the  *'Har\^ard'* 
and  *'  tapestry"  Imckwork,  the  modeled  and  jx)lychrome  terra 
cotta,  and  the  local  ledge-stone  revival  of  Philadelphia. 

E.\prcssio)i  of  structure.  A  nra'  problem.  In  the  expression 
of  structure  a  new  pr()l)lem  has  l)een  ])resented  by  the  steel- 
frame  building.  The  absence  of  legal  restriction  permitted 
real  estate  owners  in  the  crowded  districts  of  New  York  and 
Chicago,  aljout  iSSg,  to  increase  the  number  of  stories  in  new 
ofllce  buildings  by  sup])orting  the  floors  entirely  on  iron  or 
steel  columns,  leaving  the  wall  with  only  its  own  weight  to 
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carry.  The  development  of  elevators  or  lifts  made  the  upper 
stories  as  desirable  as  the  lower  ones,  and  made  possible 
"skyscrapers"  like  the  World  Buildinj;  in  New  York,  with  a 
height  of  three  hundred  and  seventy-five  feet.  Here,  however, 
the  self-supportinR  walls  reached  a  thickness  of  nine  feet  at  the 
base,  and  injured  the  value  of  the  lower  stories.     It  soon 
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occurred  to  the  desij;ners  that  the  wall  itself  miRht  be  supported 
on  the  steel  frame  at  intervals,  and  be  reduced  to  a  mere  veneer, 
with  K^cat  resultinj,'  econtmu-.  Thus  buildings  of  twelve  to 
twenty  stories  have  become  commonplace  in  every  con- 
siderable city,  and  such  extreme  heights  as  that  of  the  Wool- 
worth  Building  in  New  York  (779  feel)  have  been  reached. 
Thu  retention  of  a  shell  of  masonry,  which  differentiates  these 
buildings  from  the  steel  and  glass  shop  fronts  abroad,  was 
originally  due  to  a  natural  adherence  to  tradition.  It  has 
been  perjjetuated  for  a  far  more  vital  reason — the  extreme 
necessity  of  rendering  such  tall  buildings  secure  against  fire, 
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before  wliich  exposed  steel  work  proved  to  twist  and  bend 
with  disastrous  results.  The  only  adequate  protection  proved 
to  be  that  furnished  by  casing  all  the  structural  members  in 
masonry,  preferably 
brick  or  terra  cotta, 
wliich  had  already  been 
llirouRh  fire.  Aided  by 
experience  in  the  great 
conflagrations  in  Balti- 
more (1904)  and  San 
Francisco  (1906).  the 
technique  of  such  fire- 
proof construction  has 
dc\'eloped  so  that  with 
the  aid  of  metal  interior 
trim,  wire  glass,  com- 
jiiisite  floors  resting  on 
Ktcel  beams,  and  other 
devices,  a  building  can 
now  Ik;  made  not  only 
non  -  combustible,  but 
absolutely  proof  against 
fire,  whether  arising 
within  or  sweeping  the 
surroundings  without. 
The  manifest  practical 
advantages  of  the  sys- 
tem have  led  to  world- 
wide adoption  of  many 
of  its  features.  Its  em- 
]>lo_\Tnent  in  facades. 
however,  involves  a  new 
iiiid  delicate  problem  of 
expression. 

The  solutions.  A 
\-isual  indication  that 
the  masonry  was  no 
longer  self  -  supporting 
but  depended  on  the  steel 
"'  "^        [11  ii-inNo  frame,  was  achieved 
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about    189s   by  Louis   Sullivan,   notably  in   the  Guaranty 
(Prudential)  Building  in  Buffalo  (Fig.  304}.     He  abandoned 
a  wall  surface  of  ashlar  in  favor  of  a  simple  casing  of  the 
members  of  the  frame,  with  glass  filling  the  whole  of  the  space 
between.     The  greater  weight  carried  by  the  vertical  members 
he  recognized  by  emphasizing  the  vertical  lines.     To  avoid 
any  structunil  suggestion  in  the  casing  he  used  terra  cotta 
having   a   delicate    surface    pattern.     The   principle   of   his 
designs  has  been  widely  fol- 
lowed by  architects  of  tall 
buildings,  irresiiective  of  the 
st>-le  employed,  althoughfew 
have  carried  it  through  with 
such    logical    completeness. 
To  Cass  Gilbert  the  emphasis 
on    the    vertical    lines    sug- 
gested the   employment    of 
Gothic    forms,    which    the 
eclat  of  his  empio\Tnent  of 
them     in     the    Wool  worth 
.  Building    (Fig.    305)   has 
popularized  to  some  extent. 
In  many  very  recent  build- 
ings, however,  a  reactionary 
tendency,  based  on  the  over- 
whelming  predominance  of 
chissicism  in   other  depart- 
ments of  architecture,  has 
residted    in    a   reversion    to 
plain  wall  surfaces  and  ap- 
plications of  the  orders. 

Modernist  forms.      The 
origins.     America,   with   its    '        ^ —      -.-.-j-^.  _,_.., .^,  ' 
freedom  from  the  restraint    '   - -"-    -     ■"-=■-  —^■-^^=:. 
of  tradition,  was  also  natu-  p,^   306— Chicago 

ralK-  one  of  the  first  coun- 


to    cxijeriment    with  detail 

novel  forms,  consciously  pre- 
ferred to  those  of  the  past  as  expressive  of  modernity.     The 
old  desire   for   an  "American  style"  could   not   be   satisfied 
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merely  by  the  genera!  adoption  of  any  group  o£  historic  forms, 
even  if,  as  in  the  case  of  Richardsonian  Romanesque,  its 
adoption  was  purely  an  American  movement.  In  Richardson's 
work  itself  there  was,  as  we  have  noted,  a  strong  tendency  to 
modification  and  originality  of  detail,  and  this  tendency  was 
taken  up  with  s|x;cial  aptitude  by  Harvey  Ellis,  Root,  and 


m..  ,v>7  -I'Ak  TARK.     (HI  Bcn  i>r  the  lnitv 

others  in  the  Nfiildle  West.  The  manifesto  of  a  truly  inde- 
pendent pnigrt'suivt;  tendency  was  the  Transportation  Building 
of  the  Chicago  Expnsition  by  Louis  Rullivan  (1893,  Fig.  306). 
con  1  em  I  ion  ny  wil  h  the  earliest  similar  attempts  abroad.  Here, 
side  by  side  with  the  first  monimients  of  neo-classicism,  was 
a  Imildinj,'  in  which  there  were  indce<l  some  reminiscences  of 
Roniancsi]uo  and  Saracenic  motives,  but  in  which  the  essential 
ftTi  irt  was  to  express  the  niodeniity  and  novelty  of  the  type  of 
building;,  its  TiKili'rinls,  and  its  stnictiiral  system.  The  plain 
stuccoed  Willi  surfai-cs.  with  their  unbroken,  block-like  cornices 
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enriched  by  bands  of  fertile  original  relief  ornament,  the  arch 
and  column  with  novel  yet  expressive  forms,  anticipated  by 
many  years  corresponding  treatments  in  the  German  **  Seces- 
sion." In  spite  of  the  overpowering  influence  of  the  classical 
ensemble  of  the  exposition  on  America  at  large,  this  building 
made  some  converts,  chiefly  in  Chicago  itself.  Through  Sulli- 
van's pioneer  expression  of  the  veneered  steel  frame  the  move- 
ment had  an  influence  far  beyond  its  own  circle  of  devotees. 

Later  developfnents.  That  participation  in  the  movement  did 
not  involve  mere  imitation  of  its  leader  was  early  established 
by  one  of  Sullivan's  pupils,  Frank  Lloyd  Wright.  In  his 
designs  for  residences  he  has  employed  broad  ramified  plans, 
wide  eaves,  novel  fenestration,  and  a  harmonious  use  of 
abstract  motives  of  ornament,  which  have  a  suggestion  of  the 
Japanese.  The  appropriateness  of  these  houses  to  the  land- 
scape of  the  lakes  and  the  plains  has  been  widely  recognized, 
and  they  have  profoundly  influenced  the  architecture  of  the 
Middle  West.  More  ambitious  applications  of  similar  forms 
have  not  been  wanting.  In  the  Midway  Gardens  in  Chicago 
Wright  has  embodied  the  spirit  of  gaiety  in  forms  of  exuberant 
yet  delicate  fantasy.  In  his  Church  of  the  Unity  at  Oak  Park 
(Fig.  307),  he  has  evolved  a  monumental  and  characteristic 
house  of  worship  for  disciples  of  modem  rationalism.  To  the 
present  time,  however,  the  movement  has  received  more 
appreciation  abroad  than  at  home. 

It  remains  to  be  seen  whether  the  wide  acceptance  and 
nationalistic  basis  of  the  neo-classical  tendency  will  enable  it  to 
surmount  the  elements  of  weakness  which  aided  the  downfall 
of  the  earlier  classical  revival,  or  whether  the  international 
forces  of  functionalism  will  ultimately  cause  a  wider  adoption 
of  modernist  forms. 


PERIODS  OF  ARCHITECTURE  IN  THE  UNITED  STATES 

I.      Colonial  period,  to  1776  (or  later  in  Spanish  colonies). 
Spanish  colonies. 

Florida  (Saint  Augustine  founded  1565). 

Fort  San  Marco  (Fort  Marion)  at  Saint  Augustine, 

completed  1756. 
Cathedral  at  Saint  Augustine, begun  1793  (rebuilt  1887). 
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New  Mexico  (Santa  F6  founded  1605). 

Cathedral  of  Saint  Francis  at  Santa  Fd,  17 13-14. 
California  (San  Diego  founded  1769). 

San  Carlos  Mission,  present  church,  1793-97. 

San  Juan  Capistrano  Mission,  later  church,  begun  1797. 

San  Gabriel  Mission,  present  church,  begun  181 2. 

Santa  Barbara  Mission,  present  church,  1815-20. 
Louisiana  (under  Spain  1 764-1800). 

Cathedral  at  New  Orleans,  1792-94. 

Cabildo  at  New  Orleans,  1795. 
Dutch  colonies,  1624-64. 

"Stadt  Huis"  at  New  Amsterdam,  1642  (demolished). 
English  colonies. 

Seventeenth  century. 

Virginia  (Jamestown  founded  1607). 

Thoroughgood  house.  Princess  Anne  Co.,  c.  1640. 

Saint  Luke's,  Smithfield,  after  163 1. 
Alassachusetts  (Plymouth  founded  1620;   Boston,  1630). 

Fairbanks  house  in  Dedham,  1636. 

Whipple  house  in  Ipswich,  c.  1650. 

"Old  Ship"  Meeting  House  in  Hingham,  1681. 
Carolina  (Charleston  established  on  its  present  site  1680). 

Yeoman's  Hall,  Coose  Creek,  c.  1693. 
Pennsylvania   (Philadelphia  founded   1682). 

William  Penn  (Letitia)  house  in  Philadelphia,  1683  (?). 
Eighteenth  century. 
Houses. 

Mulberry  Castle,  South  Carolina,  1714. 

Westover,  \'irginia,  c.  1730. 

Royall  house  in  Medford,  Massachusetts,  c.  1737. 

Mount  Airy,  \'irginia,  1758. 

Whitehall,  Maryland,  c.  1760. 

Mount  Pleasant  in  Philadelphia,  c.  1761. 

Brewton  house  in  Charleston,  c.  1765. 

Monticello,  Virginia  (Thomas  Jefferson),  begun  177 1. 

The  Woodlands,  near  Philadelphia,  c.  1775  (?). 
Churches. 

Old  vSaint  Philip's,  Charleston,  1723  (since  rebuilt). 

Christ  Church,  Philadcli)hia  (John  Kearsley),  1727-44. 

King's    Chapel,    Boston    (Peter    Harrison),    1749-54, 
porticr)  i7()o. 

Saint.  Micliac'l's,  Charleston,  1752-61. 

Saint  Paul's  Chai)el,  New  York  (McBean),  1764-66, 
stecj)le  I7g4. 
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Public  buildings. 

Old  City  Hall  in  New  York,  1700  (demolished). 
Old    Virginia    Capitol    in    Williamsburg,    1702-04 
(demolished). 
Andrew  Hamilton  (1676-1741). 

Old  State  House  (Independence  Hall)  in  Philadel- 
phia, 1732-52. 
John  Smibert  (1684-17  51). 

Faneuil  Hall  in  Boston,  1742  (since  twice  rebuilt). 
Peter  Harrison  (1716-75). 
Redwood  Library  in  Newport,  R.  I.,  1748-50. 
Brick  Market  in  Newport,  R.  I.,  1761. 
II.    National  period,  1776-date. 
Classicism,  c.  1 785-1850. 

Thomas  Jefferson,  1 743-1826. 

Virginia  Capitol  at  Richmond,  1785-Q8  (remodeled). 
Remodeling  of  Monticello,  17Q6-1808. 
University  of  Virginia,  1817-26. 
Pierre  Charles  L'Enfant,  1 754-1825. 

Federal  Hall  in  New  York,  1780  (demolished). 
Plan  of  the  city  of  Washington,  1701. 
Robert  Morris  house,  Philadelphia,  1 792-05  (demolished). 
Stephen  Hallet. 

Designs  for  the  Capitol  at  Washington,  i7()2-Q4. 
James  Hoban,  c.  1 762-1831. 

South  Carolina  Capitol  at  Columbia,  1789  (destroyed). 
White  House  in  Washington,  1 792-1829. 
WilHam  Thornton,  1 761-1828. 

Philadelphia  Library,  1789  (demolished). 
Designs  for  the  Capitol  at  Washington,  1793-1802. 
Charles  Bulfinch,  1 763-1844. 
Beacon  column  in  Boston,  1789. 
MaSvSachusetts  State  House  in  Boston,  1795-98. 
Massachusetts  General  Hospital  in  Boston,  1818-21. 
Completion  of  the  Capitol  at  Washington,  1818-29. 
Samuel  Blodget,  17  59-1 8 14. 

Bank  of  the  United  States  (Girard's  Bank)   in  Phila- 
delphia, 1795-97. 
Benjamin  Henry  Latrobe,  1 766-1820. 

Bank  of  Pennsylvania  in  Philadelphia,  1799  (demolished). 
Works  at  the  Capitol  at  Washington,  1803-17. 
Cathedral  in  Baltimore,  1805-21. 

Exchange,  Bank,  and  Custom  House  at  Baltimore  (with 
Godefroi),  1815-20  (demolished). 
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(Second)  United  States  Bank  at  Philadelphia,  1819-24. 
Joseph  Mangin,  and  John  McComb,  1 763-1853. 

New  York  City  Hall,  1803-12. 

Saint  John's,  Varick  Street,  New  York,  1803-07. 
Robert  Mills,  178 1- 1855. 

Washington  Monument  in  Baltimore,  1815-29. 

East  colonnade  of  the  Treasury  in  Washington,  1836-3Q. 

Washington  Monument  in  Washington,  1836-77. 
William  Strickland,  1787-18 54. 

Merchants'  Exchange  in  Philadelphia,  1832-34. 

Tennessee  Capitol  at  Nashville,  begun  c.  1850. 
Ithiel  Town. 

Former  Connecticut  Capitol  at  New  Haven,  1829  (demol- 
ished) . 

Custom  House  (Sub-Treasury)  in  New  York  (with  A.  J. 
Davis),   1834-41. 
Isaiah  Rogers. 

Merchants'  Exchange  (Old  Custom  House)  in  New  York, 
1835-41   (remodeled). 
Thomas  U.  Walter,  1804-88. 

Girard  College  in  Philadelphia,  1833-47. 

Wings  and  dome  of  Capitol  in  Washington,  1851-65. 
Romanticism,  c.  1800-50. 

Benjamin  Henry  Latrobe,  1 766-1820. 

Sedgelcy  nciir  Phihu'olphia,  1800  (demolished). 

Gothic  project  for  cathedral  in  Baltimore,  1805. 
Maximilian  Godefroi. 

Chapel  of  Saint  Mar^^'s  Seminary  in  Baltimore,  1807. 
Richard  Upjohn.  1S02-78. 

Trinity  Church  in  New  York,  1839-46. 
James  Ren  wick. 

Grace  Church  in  New  York,  1843-46. 

Saint  Patrick's  Cathedral  in  New  York,  1850-79. 
Eclecticism,  c.   1850-date. 
French  Renaissance  ])hase. 
Ricliard  Morris  Hunt,  1828-Q5. 

Resi('ence  of  W.  K.  Vanderhilt  in  New  Yofk,  1883. 

Ixnox  Library  in  New  York,  1870-77  (demolished). 

Biltmore,  North  Carolina. 
Romancsfjue  phase. 

Henry  Hobson  Richanlson,  183VS-86. 

Trinity  Church  in  Boston,    1 87 2-77   (west  towers  with 
])onh,    iS()6-()(S). 

Allegheny  County  buildings  in  Pittsburgh,  1884. 
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Another  are  those  of  H.  Van  Brunt:  Drcelopmcnt  and  Prospects  of 
Architecture  in  the  United  States  (in  X.  S.  Shaler's  United  States  of 
America,  1*^04,  vol.  2,  pp.  425-51)  and  C.  F.  Bragdon:  Architecture 
in  the  United  States,  in  the  Architectural  Record,  igog,  vol.  25,  p.  426, 
and  vol.  26,  pp.  38,  84.  The  development  of  certain  types  through 
the  successive  periods  may  l)e  followed  in  A  History  of  Public  Build- 
ings Under  the  Control  of  the  Treasury  Department ^  igoi;  in  F.  R. 
Voxel's  Das  amerikanische  Ilaus,  iqio;  and  in  J.  W.  Dow's  American 
Renaissance:  a  Rrcieu*  of  Domestic  Architecture,  1Q04.  For  the  post- 
colonial  and  classical  period  see  M.  Schuyler ^s  The  Old  Greek  Revival y 
in  the  American  Architect,  igio-ii,  vol.  98,  pp.  121,  201;  vol.  qq, 
pp.  81,  161.  This  may  be  supplemented  by  G.  Brown's  History  of  the 
United  States  Capitol,  vol.  i,  iqoo;  and  the  biographies  Thomas 
Jefferson,  Architect,  1Q16,  by  F.  Kimball;  The  Life  and  Letters  of 
Charles  Bulfinch,  i8q6,  by  E.  S.  Bulfinch,  and  the  Journal  of  Latrobe, 
igo5.  For  the  later  periods  there  is  little  besides  the  individual 
studies  of  Richardson  by  M.  G.  Van  Rensselaer,  1888;  of  McKim 
by  A.  H.  Granger,  1013;    and  of  Wright  by  C.  R.  Ash  bee,  igii. 


CHAPTER  XIV 
EASTERN   ARCHITEC^TURE 

The  East  is  a  world  which,  as  we  now  rcaUze,  long  surpassed 
Christian  Europe  in  enlij^htcnment,  as  well  as  in  wealth  and 
extent.  With  its  great  religions  and  j)hilosophies,  there  have 
flourished  architectural  st\'les  of  corresi)onding  duration  and 
complexity.  In  comparison  with  Western  styles  generally, 
these  have  been  less  concerned  with  problems  of  structure  and 
more  with  abstract  i)rol)lems  of  repetition  and  combination 
of  forms.  A  notable  characteristic  is  the  degree  to  which 
each  Eastern  peo])le  has  held  fast  to  its  own  artistic  traditions 
under  the  most  varied  politic^il  and  religious  supremacies. 
Nevertheless  artistic  influences  have  not  failed  to  pass  back 
and  forth  bctwx'cn  the  Eastern  i)eo])les,  as  well  as  between 
the  Orient  and  the  Occident,  so  that  there  has  been  everywhere 
a  varied  historical  development.  Two  main  currents  may  be 
distinguished,  one  in  the  Far  P2ast  embracing  India,  China, 
and  their  de])cndent  countries,  the  other  in  the  Near  East, 
embracing  Persia  and  the  other  countries  which  ultimately 
came  under  the  sway  of  Mohammedanism. 

Development  of  arehitcctnrc  in  the  Near  East.  Sassanian  art. 
In  return  for  its  heritage  from  the  i)reclassical  civilization  of 
tlie  Levant,  Greece  endowed  the  Asiatic  emjMres  of  Alexander 
and  his  successors  with  a  Hellenistic  art,  which  extended  even 
beyond  tlieir  l.>orders.  When  the  Parthian  rulers  (130  B.C. — 
226  .\.i).)  overran  Mesopotamia,  tliey  adopted  the  Greek 
columnar  system.  With  tlie  rise  of  the  new  Persian  empire 
under  the  Sassanian  dynasty  (227-641  a. D.),  however,  the  tide 
of  art  oTice  more  l)egan  to  flow  from  East  to  West.  The 
subterranean  vaults  and  occasional  domes  of  ancient  Mesopo- 
trunia  were  taken  as  the  basis  of  a  consistently  vaulted  style. 
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of  buildinj^s  such  as  the  mosque  of  Amru  at  Cairo  (642),  or 
the  great  mosques  of  Damascus  and  Cordova  (785-848).  In 
Mesopotamia  and  Persia  the  domed  and  vaulted  halls  of  the 
Sassanians  were  adopted  as  prominent  features  of  the  designs. 
Besides  the  uniformity  of  the  programs,  however,  a  certain 
community  of  artistic  character  between  different  regions  soon 
dev^eloixjd — a  character  pronouncedly  Oriental.  This  was  due 
in  part  to  the  taste  and  the  traditions  of  the  Arabs  themselves, 
but  more  largely  to  the  earlier  conquest  of  the  Eastern  lands, 
the  prestige  of  these  as  the  seat  of  the  early  caliphates  of 
Damascus  and  Bagdad,  and  the  \'itality  of  Eastern  art  as  the 
general  source  of  inspiration  in  the  early  Middle  Ages.  Thus 
the  lace-like  incised  car\'ing  of  Mschatta  in  S\Tia,  which  had 
earlier  contributed  to  Byzantine  development,  now  appeared 
in  the  earliest  Arab  monuments  of  Africa  and  Spain.  Thus, 
too,  the  pointed  arch,  common  in  Persia  from  the  eighth 
century,  api)eared  in  Syria  and  Egypt  from  the  beginning  of 
the  ninth.  The  tall  dome  of  pointed  silhouette,  and  the  court 
with  vaulted  halls  abutting  it — also  Persian  features — pene- 
trated Egypt  in  the  thirteenth  and  fourteenth  centuries.  The 
conquest  of  northern  India  and  its  conversion  to  Mohamme- 
danisTn  ()j)ened  the  way  for  Persian  influence  there  in  the  four- 
teenth and  fifteenth  centuries,  while  Persia  itself  then  borrowed 
from  India  tlie  ogee  arch  and  the  bulbous  dome.  With  the 
conquest  of  Constantinople  by  the  Ottoman  Turks  (1453), 
finally,  began  a  new  return  influence  of  Byzantine  architecture 
in  their  Oriental  cmi)ire,  through  the  imitation  of  Hagia  Sophia, 
which  became  the  chief  mosque  of  the  Turkish  caliphs.  The 
development  of  the  various  schools  which  resulted  from  the 
mingling  of  local  traditions  and  distant  influences  continued 
uninternii)tedly  until  tlic  eighteenth  and  even  the  nineteenth 
century,  and  has  l)cen  clicckcd  only  by  internal  disorganization 
and  by  tlie  concjiiests  of  European  powers. 

Mosques.  The  outward  observances  of  the  Mohammedan 
religion  are  sinij)lc — prayer,  made  facing  in  the  direction  of 
Mecca,  and  ])rece(lc(l  by  jmrifying  ablution.  For  their  formal 
]^laces  of  worshi]).  the  mosques,  the  early  believers  naturally 
a(loi)te(l  the  i)eristylar  court — the  universal  scheme  of  the 
Levant — the  j)orticoes  of  which  furnished  shelter  from  the 
tropical  sun.     'i'lie  mirhab,  a  small  niche  in  the  outer  wall, 
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indicated  the  direction  of  Mecca,  and  on  this  side  of  the  court 
the  i)ortic(X.'s  were  deejiened  and  multiplied.  This  funda- 
mental scheme  is  seen  in  the  first  great  mosque  built  after  the 
conquest  of  Egj'pt,  the  mosque  of  Amru  at  Cairo  (Fig.  310). 


The  tendency  was  to  develop  the  deeper  side  of  the  court  into 
an  inclosed  Irtiildinf; — often  of  vast  extent,  as  at  Cordova 
(Im^.  ,\o<)) — with  aisle  after  aisle  of  columns  and  arcadoH, 
carryinj;  wooden  beams  and  a  terrace  roof.  In  later  western 
mosques  the  aisle  leading  to  the  mirhab  was  widened,  and  a 
special  sanctuar\'  was  created  in  front  of  it.  In  Persia  a  great 
domed  sanctuary  preceded  by  a  \'ast  open  nave  or  niche  was 
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early  adopted,  and  corresponding  features  were  introduced  at 
the  other  cardinal  points  of  the  court.  The  Egyptian  mosques 
based  on  Persian  models,  such  as  the  mosque  of  Sultan 
Hassan  (1377),  have  a  court  so  reduced  that  these  features 
occupy  the  greater  part  of  each  side,  and  the  scheme  becomes 


FIG.    310 — CAIRO.       MOSQUE   OF    AMRU.      PLAN 


cruciform.  On  the  capture  of  Constantinople,  Hagia  Sophia — 
with  its  atrium,  its  main  building  to  the  east,  its  great  central 
nave,  and  its  eastern  apse — was  foimd  perfectly  adapted  to 
Mohammedan  worship.  It  was  copied  almost  literally  in  the 
Alosquc  of  vStileiman  at  Constantinople  (1550).  In  other 
Ottoman  mosques  the  [)ossible  variants  were  used,  especially 
tlic  scheme  of  a  central  dome  with  four  abutting  half  domes, 
which  the  Byzantines  themselves  had  not  developed.  Among 
minor  elements  of  the  mosques,  which  are  yet  among  their 
most  strikinj^^  features,  arc  the  minarets,  or  slender  towers, 
with    corbeled  balconies  from  which  the  muezzin  gives  the 
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call  to  prayers.  These  were  erected  at  one  or  more  o£  the 
comers  of  the  buildings,  ingeniously  incorporated  with  it. 
Their  forms  varied  much  in  different  regions,  the  Ottcnnan 
foim,  with  a  very  tall  cylindrical  shaft  ending  in  a  sl^ider 
cone,  being  especially  daring. 

Palaces.     The  enjoyment  of  woridly  goods  and  pleasures 
was  not  despised  by  Mtdiammedanism,  and  the  absolute  power 


FIG.    312 — AGRA.       THE   TAJ    MAHAL 

and  vast  revenue  of  the  caliphs  enabled  them  to  gratify  their 
taste  for  splendor  and  luxury  by  the  construction  of  magnificent 
palaces.  In  these  the  customs  of  the  Orient  demanded  a 
jealous  seclusion  from  the  outer  world,  and  a  strict  separation 
of  the  men's  quarters  and  reception-rooms  from  the  private 
apartments  of  the  women  and  children,  the  harem.  The 
rooms  were  distributed  about  one  or  more  courts,  the  facades 
made  as  blind  as  possible,  except  for  loggias  and  balconies 
high  above  the  ground  and  guarded  by  latticed  screens.  To 
relieve  the  heat  of  the  climate,  the  courts  were  surrounded  by 
shady  porticoes  and  provided  with  basins  and  fountains,    A 
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complex  axial  system  governed  the  relations  of  the  principal 
rooms  and  the  courts.  The  luxurioios  elegance  sometimes 
attained  is  well  seen  in  the  Alhambra  at  Granada,  built  by  the 
last  Mohammedan  rulers  of  Spain,  chiefly  in  the  fourteenth 
and  fifteenth  centuries.  The  Court  of  Lions  (Fig.  311),  with 
its  slender  columns,  its  delicate  stalactite  decoration  in  stucco, 
colored  and  gilded,  shows  Mohammedan  architecture  in  the 
final  development  of  one  of  its  local  schools,  when  the  elements 
of  diverse  origin  had  been  fused  in  a  characteristic  whole. 

Tcnnbs.  In  Egypt,  in  Persia,  and  especially  in  India,  the 
tombs  of  great  monarchs  rival  the  palaces  and  mosques.  The 
Indian  type  was  a  domed  mausoleimi,  set  in  the  midst  of  a 
garden.  The  most  noted  example  is  the  Taj  Mahal  at  Agra 
(Fig.  312),  built  by  Shah  Jahan  in  1630,  in  which  the  central 
dome  is  flanked  by  four  smaller  domes,  and  the  principal, 
minor,  and  diagonal  axes  are  marked  on  the  exterior  by  great 
arches  expressively  and  harmoniously  proportioned. 

Forms  of  detail.  The  Mohammedan  builders  were  con- 
fronted by  few  structural  problems  for  which  solutions  had 
not  already  been  found  by  late  Roman,  Byzantine,  and 
Sassanian  architecture.  At  first,  like  the  early  Christian 
builders,  they  employed  borrowed  classical  columns  and 
capitals,  supporting  impost  blocks  and  stilted  arches.  Their 
early  domes  rested  on  squinches.  Later  their  treatment  of 
fundamental  structural  elements,  such  as  the  arch  and  the 
vault,  was  governed  by  decorative  conceptions.  In  Spain 
and  Africa  arches  were  given  a  horseshoe  shape  or  were  cusped ; 
in  Persia,  Egypt,  and  Spain  vaults  were  treated  with  a 
multitude  of  small  squinches  resembling  stalactites.  Stalac- 
tite motives  were  also  used  in  some  capitals,  although  in  others 
modified  Corinthian  motives  were  vised,  much  as  in  the  most 
expressive  Gothic  examples.  The  ornamentation  dejxinded 
little  on  efi"ecls  of  bold  relief,  but  greatly  on  effects  of  Hne,  of 
material,  and,  above  all,  of  color.  The  prohibition  against 
representing  man  and  animals,  with  the  mathematical  bent  of 
the  Arabs,  resulted  in  a  geometrical  ornament  of  interlacing 
figures,  extraordinarily  fertile  and  intricate.  Precious 
materials  were  freely  used;  in  Persia  whole  buildings  were 
faced  with  colored  and  glazed  faience  in  patterns  suggested 
by  rugs  and  textiles. 
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Development  of  architecture  in  the  Far  East.  Long  before  the 
Christian  era,  the  Chinese  and  the  Aryan  population  of  India 
had  each  adopted  the  basic  constructive  elements  and  the 
religious  syinbolism  of  architectural  systems,  which  persistent 
conservatism,  coupled  in  China  with  ancestor-worship,  has 
preserved  to  this  day.  Each  employed  at  the  start  a  structure 
of  wood,  with  posts,  beams,  and  brackets — the  Indian  roofs 
being  of  thatch,  the  Chinese  roofs  of  cur\^ed  tile.  In  China 
wooden  construction  has  remained  typical;  in  India  there 
early  developed  a  stone  construction,  likewise  based  on  the 
beam  and  bracket,  with  the  similar  devices  of  the  corbeled 
arch  and  vault.  Characteristic  of  both  countries  was  the 
multiplication  of  similar  decorative  elements,  graduated  in 
size  and  subtly  varied  in  arrangement,  in  combinations  of 
overwhelming  decorative  effect.  As  dynasties  rose  and  fell, 
as  foreign  conquerors  of  less  developed  culture  established 
themselves,  as  religious  systems — Brahmanist,  Jain,  and 
Buddhist  in  India,  or  Confucianist,  Taoist,  and  Buddhist  in 
China — succeeded  or  transformed  each  other,  the  native 
architectural  systems  were  steadily  adapted  to  the  prevailing 
])rograms,  without  fundamental  changes  of  style.  Inner 
historical  growth  there  was,  indeed,  and  influence  of  one 
system  or  another.  Mohammedan  India  adopted  the  pointed 
arch  with  radiating  joints  from  Persia,  and  China  modified  the 
l)agoda,  m  some  instances,  on  suggestions  from  the  Indian 
spire  or  sikhara.  In  the  main,  however,  these  changes  and 
influences  were  not  bound  bv  creed  or  dvnastv,  so  that  shrines 
of  difTerent  sects  were  built  simultaneously  and  side  by  side, 
in  a  style  essentially  one — not  Buddhist,  Brahmanist,  or 
Mohammedan,  but  Indian  or  Chinese.  The  outlying  regions 
were  dominated  by  the  influence  of  the  great  cultural  centers. 
Thus  Java  deyclo]>cd  in  the  eighth  to  the  thirteenth  centuries 
a  notable  art  based  on  Indian  models,  and  had  its  own  influence 
on  the  art  of  tlie  Khmers  in  Cambodia.  Japan  was  inspired 
by  China,  and,  undisturl^ed  by  invasion,  carried  on  and 
preserved  tendencies  wliich  succimibed  in  China  itself. 

India.  Tlie  basic  feature  of  Indian  religious  buildings  was 
the  sill  pa,  a  hemispherical  timiulus  or  dome,  which  was  first 
used  as  a  grave  monument  and  thus  gained  religious  associa- 
tions.    In  the  early  Buddhist  chapter-houses  at  Ajanta  (second 
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;ind  first  centuries  B.C.).  the  stupa  served  as  ;in  altar  or 
reliquarj%  standin;^  in  the  apse-like  end  of  a  hall,  with  a 
colonnade  following  the  sides  and  encircling  the  apse.  Tlie 
domical  form  of  the  stupa  was  also  employed  as  the  crowning 
feature  of  the  shrines  of  Siva,  the  dcst^ucti^■e  aspect  of  the 
Erahmanist  trinity,  while  for  those  of    the    complementary 


FIG,    ,113— KHAJURAHO.       TEMPLE    OF    VISHM' 

preKcr\"alivc  as])orl,  Vishnu,  the  form  adopted  was  the  spire- 
like  sikhara.  These  are  the  principal  elements  of  the  great 
medieval  temples  of  India,  of  which  the  shrine  of  Vishnu  at 
Khajuraho  (Fig.  31,?)  with  its  vast  bud-like  sikhara.  its  vesti- 
bule and  s\-mb(ilic  ])orchcs,  its  wealth  of  car\-ed  ornanient.  i'^ 
a  tyjjical  examine.  When  the  Mohammedans  conquered  In- 
dia their  art  had  already  absorbed  Indian  elements,  and  no 
radical  change  was  necessary  in  methods  of  construction  and 
composition.  The  Siva  dome,  stripjjed  of  its  sculptured 
s\'mbr)!ism,  became  the  dome  of  the  mosque.  The  temple 
platform  was  preserved,  and  the  small  sikharas  which  marked 
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its  comers  became  minarets,  as  iii  the  Taj  Mahal.  Thus  the 
traditions  of  Indian  craftsmanship  remained  unbroken  until 
the  importation  of  European  ideals  by  the  English. 

Java.    Java  felt  the  influence  of  Indian  movements  at  later 
dates  than  India  itself,  so  that  its  Buddhist  monuments  date 


Klli.    314— JAVA.      TEfE    CHANDl    MENDOOT.       (sCHELTEMA) 

from  the  eitjhth  to  the  twflflh  centuries,  its  Brahmanist 
shrines  moslly  from  the  suhscquLTit  jxTiod.  Both  were  com- 
pijscd  of  the  tyijical  Indian  elements.  Sometimes  the  ensemble 
was  also  of  Indian  character,  as  there  was  a  pyramidal  chapel 
with  a  porch  in  front,  like  the  C'handi  Mendoot  (Fig.  314). 
Sometimes,  howu\-er,  the  general  arrangement  was  more 
characteristically  Javan.  depen-lin;;  on  the  repetition,  around 
a  central  mMinimeiit.  of  small  shrines  all  alike,  often  in  great 
nunilxTs,  This  was  the  system  at  the  great  temple  of  Boro- 
Hudur  Ininlli  eemuryl.  where  the  large  central  stupa,  of  bell 
-shajie.  was  siirri)nnded  by  smaller  bells  in  three  terraces, 
Ihemsflves  sni>iiMrted  i.n  a  pyramid  of  six  steps  with  many 
liundreds  of  niche-like  sliriiics. 
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Cambodia.  In  Cambodia  there  arose,  under  Indian  and 
Javan  influence,  the  civiHzation  of  the  Khmers,  whose  empire 
flourished  especially  from  the  ninth  to  the  thirteenth  centuries. 
Although  it  borrowed  certain  forms,  such  as  the  Javanese 
system  of  an  assemblage  of  satellite  shrines,  its  developed 
architecture  was  markedly  different  from  anything  in  India 
and  Java.     As  seen  in  the  city  and  palace  of  Angkor  Thom  or 


no.    .115— ANCKOR    WAT.       SOITHWEST    ANCLE    OF    THE    FOHTICOliS 

in  the  tcm])leof  Anckor  Wat  (Fip;.  315),  the  style  involved  vast 
ensembles  govenied  by  an  elal  >oratc  sj-stcm  of  rectangular  axes, 
with  lakes  and  moals.  causeways  of  approach,  tail  straiglit 
stairways  leading  to  elaborate  gateways  fl.'inked  by  long 
porticoes,  and  a  multiplication  of  sikhara-likc  towers  with  rich 
IKiintcd  silhouettes.  The  fine  limestone  freely  a\'ailab!e  was 
laid  up  with  exquisite  precision,  without  mortar,  and  carved 
with  endless  scul]>tures  in  relief  and  in  the  round,  in  which 
the  serpent-head  motive  was  conspicuous.  Es]«;cially  charac- 
teristic was  the  fine  restraint  and  sense  of  structural  fitness  in 
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the  piers  and  capitals  of  porticoes  and  gateways,  which  accord 
with  the  classical  canons  of  the  West  as  do  few  other  structures 
of  the  Orient. 

China.  Unlike  the  West,  and  even  unlike  India,  China  has 
steadily  retained  wood  as  a  materia]  for  monumental  struct- 
ures. The  single  hall  of  wood  has  remained  the  fundamental 
element  of  even  the 
largest  temples.  As  a 
result  China  has  car- 
ried construction  in 
wood  to  a  degree  of 
elaboration  and  expres- 
siveness comparable 
with  that  of  the  great 
systems  of  masonr>' 
construction  el  sewhere. 
The  essential  scheme 
consists  of  columns, 
with  arm-like  brackets, 
supporting  a  beam  sys- 
tem and  widely  over- 
hanging hi  p-roof  .which 
by  the  mode  of  its  con- 
struction acquires  nat- 
urally a  slight  upward 
cur\-e  at  the  angles. 
If   the  span   is  greal. 

no,  3T6— r«Kl.V.      THE  TUMPLE  OF  HEAVEN        ^^^    ^^     ^^^.^     jj^^g     ^,f 

interior  supports  are 
introduci'd,  creiiiiiig  an  encircling  aisle  or  series  of  aisles, 
cai'h  with  its  own  roof  and  section  of  vertical  wall -(Fig. 
.iiO).  A  similar  flTccl  was  pniduced  by  buildings  in  more 
iitan  line  story,  fcir  each  story  was  shaded  by  overhanging 
c^ivcs.  When  Ihc  stories  were  niultiphcd  there  was  prdduced 
thu  |)a;,'i"Ia.  ol"u>n  crectwl  as  a  feature  of  a  temple,  but  usually 
;i-;  a  eomnu'Tnorarivc  monument..  Pagodas  were  also  built  of 
slnne.  in  which  case  the  rtMifs  between  the  stories  were  reduced 
to  decorjitive  string-courses,  and  sometimes  the  whole  struct- 
ure was  ;;iven  more  the  character  of  an  Indian  sikhara.  The 
Chinese  Imuscs  and  palaces,  of  isolated  halls  grouped  in  an 
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inclosure,  were  accompanied  by  gardens  of  a  naturalistic 
style,  with  miniature  mountains,  lakes,  and  bridges.  Note- 
worthy also  are  the  vast  works  of  fortification,  the  walls  and 
gates  of  the  cities,  and,  above  all,  the  Great  Wall  of  China, 
twelve  hundred  miles  long,  first  erected  as  an  earthen  rampart 
in  the  third  century  B.C.,  and  rebuilt  in  the  fifteenth  and 
sixteenth  centuries  with  walls  and  towers  of  stone. 

Japan.  Chinese  architecture  was  brought  to  Japan  by  the 
Buddhist  missionaries  of  the  seventh  century.  The  hall  and 
pagoda  of  the  period  at  Horiuji  are  purely  Chinese.  Soon, 
however,  the  Japanese  were  able  to  make  characteristic  modifi- 
cations, in  the  direction  of  greater  discretion  and  elegance.  In 
the  Fujiwara  period  (898-1186),  these  qualities  were  at  their 
height,  as  may  be  seen  in  the  subtle  and  delicate  Phenix-hall 
at  Uji  with  its  sanctuary^  flanked  by  i)orticoes  and  pavilions 
(Fig.  317).  Later  the  system  of  bracketing  became  more 
c()in])lcx,  but  car\dng  was  still  almost  wholly  absent  until  the 
Tolcugawa  [x^riod  (1587-1867),  when  ostentatious  exuberance 
re]:)laccd  the  sim])licity  and  dignity  of  earlier  times.  Sculpture, 
lacquered  and  gilded,  disguised  the  structural  members;  the 
roofs  were  gi\'en  fantastic  curv^atures  and  loaded  with  orna- 
ment. Such  was  the  prevailing  style  when  the  opening  of  the 
]X)rts  to  European  trade  (1854)  brought  the  flood  of  Western 
artistic  ideas,  which  have  tended,  for  the  moment  at  least, 
to  submerge  the  native  art  of  Japan. 
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Tlic  Near  East. 

Sassanian  architecture,  227-641  A.D. 

Palac-c  at  l-'irouzabad. 

Palace  at  Sarvistan. 

I\'ilace  at  Cte.si])hon. 
MolianmicdaTi  arciiitecturc,  622  A.D.-date. 
Syria  and  K,,'y])t. 

Mc)S(iue  of  Amrii  at  Cairo,  642. 

Moscjiie  at  Damascus,  l)e<^nin  707. 

AI<)s([ue  of  Ilm  Toulouu  at  Cairo,  8 78. 

Moxiuc  of  Sultan  Hassan  at  Cairo,  1356. 

Tonil)  of  Kait  Bey  at  Cairo,  1472-76. 
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Spain. 

Great  mosque  at  Cordova,  begun  770. 

Alcazar  at  Seville,  1 199-1200,  restored  1353. 

Alhambra  at  Granada,  begun  1230:    Gate  of  Justice,  1337; 
Court  of  Lions,  1354. 
Mesopotamia  and  Persia. 

Cathedral  mosque  at  Ispahan,  760-70,  remodeled  in  sixteenth 
century. 

Tomb  of  Zobeide  at  Bagdad,  831. 

Imperial  Mosque  at  Ispahan,  1612-28. 
India. 

Qutb  Minar  at  Delhi,  c.  1200. 

Buildings  at  Fathpur-Sikri,  1 560-1605. 

Taj  Mahal  at  Agra,  1630. 
Ottoman  Empire. 

Mosque  of  Suleiman  at  Constantinople,  1550. 

Mosque  of  Sultan  Ahmed  I.  at  Constantinople,  1608-15. 

Mosque  of  Mehemet  AH  at  Cairo,  18 15. 
The  Far  East. 

Indian  architecture. 

Cave  temples  at  Karle  and  Ajanta,  second  and  first  centuries 

B.C. 

Kailasa  temple,  EUora,  eighth  century  after  Christ. 

Temples  at  Khajuraho,  tenth  and  eleventh  centuries. 
Javan  architecture. 

Temple  of  Boro-Budur,  ninth  century. 
Camlxxlia,  Khmer  architecture. 

City  and  palace  of  Angkor  Thom,  ninth  century. 

Temple  of  Angkor  Wat,  twelfth  century. 
Chinese  architecture. 

Great  Wall,  third  century  r.c,  rebuilt  in  fifteenth  and  six- 
teenth centuries. 

Rock  temples  of  Lungmen,  seventh  century. 

Pagoda  of  Porcelain  at  Nankin,  141 2-31. 

Temple   of    Heaven,    Pekin,   eighteenth   century,    rebuilt   in 
nineteenth  cx'ntury. 
Japanese  architecture. 

Early    temple    buildings   at   Horiuji,    beginning    of   seventh 
century. 

Phenix-hall  at  Uji,  eleventh  century. 

Temple  of  lyeasu,  Nikko,  seventeenth  century. 
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BIBLIOGRAPHICAL  NOTE 

The  most  comprehensive  general  work  on  Eastern  architecture  is 
F.  Benoit's  V architecture:  r orient  midieval  et  moderne,  191 2,  which 
is  provided  with  very  full  bibliographical  lists.  H.  Saladin's  volume, 
U architecture,  1Q07,  in  the  Manuel  d'art  musulman  (vol.  i),  covers 
Mohammedan  architecture  in  more  detail.  Works  in  English  cover- 
ing Mohammedan  architecture  in  special  regions  are  S.  L.  Poole's 
The  Art  of  the  Saracens  in  Egypt,  1886;  A.  F.  Calvert's  Moorish 
Remains  in  Spain,  1906,  and  The  Alhamhra,  1Q04;  and  E.  B.  Havell's 
Indian  Architecture  .  .  .  from  the  First  Mohammedan  Invasion  to 
the  Present  Day,  10 13.  The  art  of  the  Far  East  is  dealt  with  generally 
in  J.  Fergusson's  History  of  Indian  and  Eastern  Architecture,  revised 
by  J.  Burgess  and  R.  Phene  Spiers,  2  v-ols.,  iqio.  This  should  l)e 
supplemented  by  special  works  embodying  more  recent  views,  such 
as  E.  B.  Havell's  The  Ancient  and  Medi(nal  Architecture  of  India, 
1Q15;  O.  Miinsterberg's  Chinesische  Kunstgeschichte,  2  vols.,  19 10- 12, 
and  Japanische  Kunstgeschichte,  3  vols.,  1904-07;  J.  F.  Scheltema's 
Monumental  Java,  191 2;  and  R.  A.  Cram's  Impressions  of  Japanese 
Architecture,  1905. 


GLOSSARY 

Abacus.    The  chief  or  uppermost  member  of  a  capital. 

Absidiole.     A  small,  apse-like  structure  frequently  used  as  a  chapel. 

Acanthus.  An  ornament  derived  from  the  conventionalized  leaver, 
of  the  acanthus  plant. 

Acroterion.  In  classic  architecture,  an  ornament  placed  upon  the 
comers  and  the  peak  of  a  pediment. 

Adobe.     Unbumt,  sun-dried  brick. 

Adyton.  An  inner  sanctuary  in  some  Greek  temples,  housing  the 
image. 

A\gcra.    A  Greek  public  square  or  market-place. 

Aisles.  One  of  the  divisions  in  a  building  divided  longitudinally 
by  colonnades  or  lines  of  piers,  especially  one  of  the  side  divisions, 
often  lower  than  the  central  division. 

Allee.     A  garden  path  or  avenue,  usually  bordered  by  trees. 

Alternate  system.  A  term  applied  to  an  architectural  system  wherein 
a  simpler  pier  alternates  with  a  more  complex  one. 

Ambone.     A  pulpit,  especially  that  found  in  basilican  churches. 

A  mbulatory.  A  passageway  in  a  building,  especially  the  passageway 
around  the  apse. 

A  mphi prostyle.  A  term  applied  to  a  temple  having  columns  across 
both  front  and  rear,  but  not  along  the  sides. 

Amphora.     A  long   pot  with  a  narrow  neck,  usually  of  terra  cotta. 

Annular  vault.     A  ring-shaped  vault. 

Anta  (pi.  anlo').  The  end  of  a  wall  which  carries  a  lintel,  treated 
with  a  pikister-like  projection. 

Anthemion.     The  Greek  honeysuckle  ornament. 

Apodyterium.  The  dressing-room  of  a  Roman  bathing-establish- 
ment. 

Apse.  A  recess  of  semicircular  or  polygonal  plan,  covered  by  a  semi- 
dome  or  other  vault;  especially  the  semicircular  termination  of 
the  choir  of  a  church. 

Aqueduct.  A  conduit  or  channel  for  conducting  water,  especially 
one  supported  on  masonry  arches. 

Arabesque.  An  ornament  of  a  capricious  or  fanciful  character,  con- 
sisting of  foliage,  flowers,  figures,  etc. 
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Arcade.     A  series  of  arches  resting  on  piers  or  columns. 

Arch.  A  structural  device  to  span  an  opening  by  means  of  small 
stones  or  brick.  In  the  "true"  arch  these  are  wedge-shaped 
blocks,  or  voussoirs. 

"  A  rch  order. ^^  In  classic  architecture,  the  system  of  enframing  arches 
by  columns  and  entablatures. 

Archiepiscopal  cross.  A  cross  with  two  transverse  arms,  the  longer 
one  nearer  the  center. 

Architrave.     A  lintel,  usually  with  horizontal  bands  or  moldings. 

ArchivoU.  A  molded  band  like  an  architrave,  carried  around  a 
curved  opening. 

Ashlar.  Squared  and  finished  building-stone. 

Atlas  (pi.  At! antes).     A  male  figure  used  as  a  support. 

Atrium.  In  Roman  architecture,  the  principal  room  in  the  early 
house.  In  more  elaborate  buildings,  a  court  partly  open  to  the 
sky.  In  Christian  ecclcsiology,  the  open  court  before  the  nar- 
thex  of  a  bcisilica. 

A  tlic.     A  pedestal -like  feature  or  story  above  the  cornice  of  a  building. 

Attic  base.  A  molded  column  base  consisting  of  two  convex  moldings, 
or  toruses,  with  a  hollow,  or  scotia,  between. 

A.xis.  The  central  line  of  a  symmetrical  or  other  balanced  com- 
position. 

Baluster.  An  upright  member  used  to  support  a  railing;  usually 
urn-shaped  or  with  some  other  swelling  contour. 

Bar  tracery.  Tracery  composed  of  thin  bars  of  stone,  joined  together 
on  the  principle  of  the  arch. 

Barrel  vault.     A  scnii-cylindrical  vault,  or  one  approaching  this  shape. 

Basilica.  In  Roman  architecture,  an  oblong  covered  hall,  often  sub- 
divided by  columns  or  piers,  dexoted  to  the  transaction  of  busi- 
ness and  tlic  administration  of  justice.  In  Christian  architect- 
ure, an  early  Christian  church  of  similar  form,  composed  with 
reference  to  a  lon^ntudinal  axis. 

Basil icaa.  Like  a  basilica  in  having  longitudinal  rows  of  columns, 
or  a  raised  clerestory. 

Battlement.  An  indented  parapet  behind  which  archers  could  shelter 
themselves. 

Bay.  Orii^inally  an  o])ening  between  two  columns  or  piers.  By 
extension  one  compartment  or  division  of  a  building  which  con- 
sists of  several  sut^h  divisions. 

Bid-mohrnii!^.     The  molding  or  suite  of  moldings  suppKDrting  a  cornice. 

lirffroi.  Ill  Franco  and  Flanders,  the  civil  or  communal  bell  tower 
as  opposed  to  the  dor  her  of  the  church.  In  medieval  military 
parlance  the  tenn  is  sometimes  applied  to  the  movable  towers 
used  \n  attackin.i;  walled  fortifications. 
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Belt-course.    See  Siring-course, 

Bema.    The  mdimentary  transept  which  gave  the  T-shaped  form  to 

the  early  Christian  basilica. 
Billet   mold.     A   molding   consisting   of  short,   broken,    cylindrical 

members,  arranged  with  their  axes  parallel  to  that  of  the  molding. 

Especially  common  in  Norman  Romanesque  architecture. 
Blind  arcade.     An  arcade  applied  to  the  face  of  the  wall  so  that  no 

actual  openings  appear. 
Botdeulerion.     The  Greek  council-house. 
Broken  pediment.     A  pediment  in  which  the  raking  cornice  is  broken 

through. 
Buttress.     A  support  against  lateral  thrust;    especially,  a  member 

projecting  at  right  angles  to  a  wall,  designed  to  receive  such  a 

thrust. 
Caldarium.     The  hot-room  in  a  Roman  bathing-establishment. 
Campanile.     A  word  applied  in  Italy  to  a  bell  tower,  engaged  or  free 

standing. 
Capilla  mayor.     The  great  chapel,  nearly  filling  the  apse  and  block- 
ing the  view  of  the  ambulatory,  commonly  found  in  Spanish 

churches. 
Capital.     Tlie  tojjmost  member  of  a  column,  distinguished  from  the 

shaft  by  distinct  architectural  treatment. 
Cartouche.     An  ornament  of  irregular  or  fantastic  form,  inclosing  a 

field  sometimes  decorated  with  armorial  l)earings,  etc. 
Caryatid.     A  female  figure  used  as  a  support. 
Casino.     A  small  pleasure-house,  especially  in  an  Italian  villa. 
Catacombs.     Extensive  underground  burial  passages  and  vaults. 
Cathedra.     The  bishop's  chair  in  the  early  Christian  church,  com- 
monly placed  at  the  back  of  the  apse  on  the  longitudinal  axis 

of  the  building. 
Catholicon.     In  Greek,  a  bishop's  cathedral  church. 
Cavctto.     A  molding  having  the  form  of  a  quarter-hollow. 
Cella.     The  essential  or  principal  chaml)er  of  a  temple. 
Centering.     A  timber  framework  on   which  the  mcisonry  of  an  arch 

or  vault  is  suj)jx)rted  until  the  key  is  in  place,  rendering  the  whole 

self-supporting. 
Chamfer.     The  cutting  away  of  the  square  edge  of  an  ordinary 

architectural  member. 
Chancel.     The  portion  of  a  church  in  the  east  end,  railed,  and  set 

apart  for  the  use  of  the  clergy. 
Chapel  of  the  Virgin.    A  chapel,  dedicated  to  the  use  of  the  Virgin,  and 

usually  extending  beyond  the  apvse  on  the  long  axis  of  the  church. 
Cheiet.     A  term  applied  to  the  complicated  east  end  of  the  French 

cathedral. 
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Chevron.     A  V-shaped,  or  zigzag  ornament. 

Choir.  Primarily  the  part  of  the  church  where  the  singers  are  ac- 
commodated. The  arm  of  the  cross  between  the  transept  and 
the  apse. 

Ciborium.  A  canopy,  generally  of  marble  and  supported  on  columns, 
over  the  altar  of  an  early  Christian  church.  The  term  is  often 
applied  in  Italy,  however,  to  the  chiseled  receptacle  in  which 
the  consecrated  wafers  are  kept. 

Circus.  In  Roman  architecture,  a  course  for  horse  and  chariot 
races;  in  England  a  circular  or  semicircular  open  space  sur- 
rounded by  houses. 

Clerestory.  A  part  of  a  building  which  rises  above  the  adjacent 
roofs,  permitting  it  to  be  pierced  with  window  openings. 

Cloister.     A  court  surrounded  by  an  ambulatory,  usually  arcaded. 

Cloister  vault.     A  square  or  polygonal  dome. 

Coffer.     A  sunk  panel  or  compartment  in  a  ceiling,  vault,  or  sofiFit. 

Collegiate  church.  A  church  that  has  a  college  or  chapter,  with  a 
deim,  but  not  a  bishop's  see. 

Colonnade.  A  series  or  range  of  columns,  usually  connected  by 
lintels. 

Colonnette.     A  diminutive  column. 

"  Colossal  order. ^*  An  order  running  through  more  than  one  story  of  a 
building. 

Column.  A  circular  supporting  meml>er,  usually  with  a  base  and 
capital. 

Concrete.  An  artificial  stone  composed  of  an  aggregate  of  broken 
stone  or  other  small  materials,  held  together  by  a  binding 
material  or  cement. 

Console.  A  bracket  or  corbel,  usually  in  the  form  of  a  scroll  of  re- 
verse curvature. 

Corbel.  A  bracket  of  masonry,  projecting  from  a  wall  and  used  as  a 
support. 

Corbel  table.  A  projecting  course  of  masonry  carried  on  corbels, 
often  connected  by  arches. 

Corbeled  arch.  An  arch  built  up  of  horizontal  courses,  each  project- 
ing over  the  one  below. 

Cornice.  A  project iiij^  horizontal  member  which  crowns  the  wall  of  a 
buildinir:    any  nioldc  1  projc'cti<')n  of  similar  form. 

Cora.  The  cl.'ii)orate  choir,  at  times  almost  an  independent  building, 
coninionly  placed  to  the  west  of  the  transept  in  a  Spanish 
cathedral. 

Coupled.     A  tcmi  a])]Mied  to  columns  or  pilasters  grouped  in  pairs. 

Cour  dliomu'ur.     An  entrance  court,  open  on  one  side. 

Court.     An  inclosed  space  \\itlun  a  building  or  connected  with  it. 
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Crocket.     A  projecting  piece  of  carving,  usually  foliate,  commonly 

used  to  decorate  the  edge  of  a  gable  or  the  sloping  ridges  of  a 

spire  in  Gothic  architecture. 
Cromlech.    A  type  of  prehistoric  monument  composed  of  a  circle  of 

stones. 
Crossing.     The  space  in  a  cruciform  church  at  the  intersection  of 

nave  and  transepts. 
Crypt.     A  story  beneath  the  pavement  of  a  church,  commonly  used 

for  the  keeping  of  relics. 
Cupola.     A  dome  or  lantern. 

Curia.     The  building  in  which  the  Roman  Senate  held  its  delibera- 
tions. 
Cusp.     A  point  of  the  small  arcs  or  foliations  decorating  the  intrados 

of  an  arch,  or  of  tracery. 
Cyclopean.    A  term  applied  to  early  masonry  of  very  large  blocks, 

unhewn  or  irregular. 
Cyma.     A  molding  having  a  reverse  curve  in  profile.     In  the  cyma 

recta  the  thin  concave  portion  projects;   in  the  cyma  reversa, 

the  convex  portion. 
Dado.    A  continuous  pedestal  or  wainscoting  around  the  base  of  a  wall. 
Dentils.     Small  projecting  blocks,  suggesting  teeth,  forming  part  of 

the  support  of  a  cornice. 
Diaconicon.     Originally  the  place  where  the  deacons  kept  the  vessels 

for  the  church  service.     A  room  on  the  south  side  of  the  building 

which  became  the  sacristy  of  the  later  church. 
Dog-tooth.     An   angular,   tooth-like    molding,   commonly   found   in 

Norman  Romanesque  architecture. 
Dolmen.     A  pair  of  stone  blocks  with  a  covering  slab,  used  of  pre- 
historic monuments. 
Dome.     A  hemispherical  vault;  an  exterior  feature  based  on  such  a 

vault. 
Domed  basilica.     The  term  applied  to  the  form  of  basilica,  especially 

in  the  East,  when  one  or  more  bays  are  covered  with  a  dome. 
Donjon.     A  towcr-likc  structure,  usually  free  standing,  the  strongest 

part  of  the  European  medieval  castle. 
Dormer.     A  window  projecting  from  the  slant  of  a  roof. 
Drum.     The  cylindrical  or  polygonal  vertical  wall  on  which  a  dome 

or  cloister  vault  frequently  is  placed. 
Ear.     A  projecting  corner  of  a  molded  architrave. 
Echinus.     The  convex  member  of  a  capital,  supporting  the  abacus 

and  having  a  parabolic  or  hyperbolic  profile. 
Enceinte.     In  military  architecture,  the  wall  or  rampart,  usually 

with  bastions  or  towers  and  curtain  walls,  which   stuxounds  a 

fort  or  city. 
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Engaged  column.    A  column-like  member  projecting  from  a  wall  and 

frequently  actually  a  part  of  the  wall  masonry. 
Entablature.     That  part  of  a  lintel  construction  which  rests  on  the 

columns  and  axtends  upward  to  the  roof  or  to  the  beginning  of 

a  story  or  attic  above. 
Entasis,    A  slight  swelling  in  the  profile  of  a  column. 
Exedra.     In  classical  architecture,  an  open  platform,  often  semi- 
circular,  provided  with  seats:    in  Christian  architecture  an 

apse  or  niche. 
Extrados.    The  external  surface  of  the  voussoirs  or  stones  composing 

an  arch  or  vault. 
Faqade.    One  of  the  fronts  of  a  building,  especially  the  principal 

front. 
Fascia.    A  long  flat  band  or  belt,  usually  forming  part  of  a  smte 

of  moldings,  of  which  it  is  usually  the  widest  member. 
Fan  vault.     The  vault,  in  English  Perpendicular  Gothic,  shaped  like 

an  inverted,  concave  cone,  and  suggesting  by  its  spreading  ribs 

the  appearance  of  an  open  fan. 
Fenestration.     The  disposition  of  windows  in  a  building. 
Fillet.     A  narrow  flat  member  accompanying  a  molding  or  suite  of 

moldings. 
Finial.     In  Gothic  architecture,  the  lx>ssy,  knob-like  ornament,  of 

foliate  design,  usually  placed  at  the  point  of  a  spire  or  pinnacle. 
Flcche.    A  very  lofty  and  slender  spire-like  structure,  used  especially 

in  France  to  mark  important  parts  of  a  building,  Uke  the  crossing. 
Flute.     A  groove,  usually  segmental  or  semicircular  in  plan. 
Flying  buttress.     A  buttress  composed  of  an  arch  or  a  series  of  arches, 

which  carries  the  thrust  of  a  vault  over  the  aisle  or  aisles  of  a 

church  to  a  solid  pier  built  at  the  outer  wall. 
Forum.     The  market-place  of  a  Roman  city. 
Foyer.     A  lobby  or  saloon  for  promenade  in  a  theater. 
^^  French  order. ^^     An  order  with  rusticated,  fluted  columns. 
Fresco.     Wall  painting,  in  mineral  colors,  applied  to  a  plaster  wall 

while  the  plaster  is  still  moist,  and  permitted  to  dry  in  with  the 

plaster. 
Fret.    An  ornament  of  continuous  bands  or  fillets  arranged  in  rect- 
angular forms. 
Frieze.     A  longitudinal  band  of  extended  length,  often  decorated  with 

sculpture;   specifically,  such  a  band  in  an  entablature,  between 

the  architrave  and  cornice. 
Frigidariu m .     The  cool-room  of  a  Roman  bathing-establishment,  con- 
taining the  cold  plunge-bath. 
Gable.     The  end  of  a  ridged  roof,  with  the  generally  triangular  wall 

between  its  eaves  and  tlie  apex. 
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Gargoyle.  A  water  spout,  usually  grotesquely  carved,  designed  to 
carry  water  from  the  gutter  and  throw  it  clear  of  the  wall  of  the 
building. 

Greek  cross.    A  cross  of  four  equal  arms  meeting  at  right  angles. 

Grille.  A  grating  of  any  sort,  but  most  commonly  of  iron  work  or 
perforated  stone  slabs. 

Groin.  The  edge,  or  arris,  formed  by  the  intersection  of  two  barrel 
vaults. 

Groin  vault.  A  compound  vault,  in  which  two  barrel  vaults  inter- 
sect, forming  edges  or  arrises  which  are  called  groins. 

Gutta.  A  drop;  one  of  a  series  of  pendent  ornaments  generally  in 
the  form  of  a  frustum  of  a  cone,  but  sometimes  cylindrical,  at- 
tached to  the  under  side  of  a  mutule  or  other  architectural 
feature. 

Gynaccea,  The  galleries,  usually  in  the  triforium,  commonly  ar- 
ranged in  basilicas  of  Eastern  character,  for  the  segregation  of 
women. 

IlalJ-limhcr.  A  type  of  construction  consisting  of  a  framework  of 
timlx^r  with  a  filling  of  brick  or  clay. 

H alien ki relic.  A  type  of  C^emian  Gothic  church  in  which  the  aisles 
are  as  high  as  the  nave,  eliminating  the  clerestory  and  giving  the 
building  the  appearance  of  a  great  hall. 

llcrm.  A  head  or  bust  supported  on  a  quadrangular  base  corre- 
sponding roughly  in  mass  to  the  absent  body.    * 

Hexastyle.     Having  six  columns  across  the  front. 

Hippodrome.  In  Greek  architecture,  a  place  in  which  horse  and 
chariot  races  were  run. 

Hip-roof.  A  roof  in  which  the  ends  as  well  as  the  sides  are  inclined, 
so  that  its  planes  meet  in  diagonal  lines  or  hips. 

HypcFihral.     Roofless — a  term  applied  to  some  temple  cellas. 

Hypostyle.     Having  its  ceiling  supported  by  columns. 

Impost.     A  horizontal  member  at  the  springing  of  an  arch  or  vault. 

In  antis.  A  term  applied  to  columns  embraced  between  the  ends  of 
two  walls  or  antae. 

Intcrcolnmniation,  The  space  or  distance  between  two  columns  of  a 
colonnade. 

Interlacing  arches.  Two  series  of  arches  arranged  to  intersect  each 
other. 

Intrados.     The  inner  face  of  an  arch  or  vault. 

Keystone.  The  term  applied  to  the  topmost,  wedge-shaped  stone 
or  voussoir  in  an  arch,  usually  the  last  to  be  placed,  which  ren- 
ders the  whole  secure. 

Khan.  The  service  quarters  of  an  Oriental  dwelling;  also  an  Oriental 
inn. 
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Laconicum.     A  vapor  bath  in  a  Roman  bathing-establishment. 
Lantern.     A  cupola  or  tower-like  structure  rising  above  a  dome  or  the 

roof  of  a  building,  and  having  openings  in  its  faces  by  which  the 

interior  is  lighted. 
Lanterne  des  morts.     An  ornamental  stone  shaft  erected  in  the  Middle 

Ages  to  signalize  the  presence  of  a  cemetery. 
Lararium.     A  small  shrine  in  a  Roman  dwelling  where  the  Lares,  or 

household  gods,  were  worshiped. 
Latin  cross.     The  commonest  form  of  cross,  in  which  one  arm  is  con- 
siderably longer  than  the  other  three. 
Lierne.     A  small  subordinate  rib,  inserted  between  two  main  ribs 

of  a  vault. 
Lintel.     A  horizontal  beam  spanning  an  opening. 
Loge.     A  box  or  compartment  in  the  auditorium  of  a  theater. 
Loggia.     A  gallery  in  a  building  open  on  at  least  one  side,  on  which 

side  is  an  arcade  or  colonnade. 
Machicolation.     An  opening  in  the  floor  of  a  projecting  gallery  for 

the  purpose  of  dropping  missiles,  etc. 
Mastaha.     A  flat-topped,  bench -like  Egyptian  tomb  used  by  the 

nobles  of  the  Old  Kingdom. 
Mausoleum.     A  large  and  elaborate  tomb. 
Meander.     See  Fret. 

Megalithic.     Composed  of  very  large  stones. 
Megaron.     The  large  hall  of  an  /Egean  or  Greek  dwelling,  generally 

oblong  in  shape  and  sometimes  subdivided  by  one  or  more  longi- 
tudinal ranges  of  supports. 
Menhir.     A   single   standing   pillar   of   stone,   used   of   prehistoric 

monuments. 
Metope.     The  space  between  two  trigl^^phs  in  a  Doric  frieze. 
Mezzanine.     A  story  of  diminished  height  introduced  between  two 

higlier  stories  or  created  by  subdividing  a  high  story. 
Minaret.     In  Moliainmedan  architecture,  a  slender  and  lofty  turret, 

having  one  or  more  projecting  balconies. 
Mirluib.    The  niche  in  a  mosciue  which  indicates  the  direction  of  Mecca. 
Mod  ill  ion.     A  bracket,  often  carved  with  spiral  scrolls,  serving  to 

support  a  cornice. 
Module.     A  imit  or  conunon  divisor  of  the  dimensions  of  a  building. 
Monolithic.     (?om])()se(l  of  a  sinj^jle  .stone. 
Mosaic.     Decoration    composed    of    tcs.sera^   or   cubes   of   glass   or 

marble,  set  in  mortar,  in  i^eometric  or  pictorial  designs. 
Mosijuc.     A  Mohammedan  place  of  worshi]). 
MuUion.     A  slender,   vertical,   intermediate  upright,  forming  part 

of  a  framework,  dividing  an  opening,  and  commonly  helping  to 

support  the  glass. 
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Mutule,    A  projecting  block  on  the  soffit  of  a  Doric  cornice. 
Naos,    The  essential  or  principal  chamber  of  a  Greek  temple;   the 

cella. 
Narthex.    A  covered  vestibule  of  one  or  more  stories,  usually  open 

and  colonnaded  at  the  front,  placed  before  a  building,  and 

especially  common  in  the  early  Christian  period. 
Nave.     That  part  of  a  church  nearest  the  entrance,  constituting 

the  long  arm  in  a  Latin  cross,  appropriated  to  the  laity.     Tb.e 

chief  central  division  of  the  building,  the  central  space  between 

the  colonnades,  as  opposed  to  the  aisles. 
Niche.    A  recess  in  a  wall,  usually  semicircular  and  semicircular- 
headed,  often  used  for  the  reception  of  statuary. 
Obelisk.     A  tapering  shaft  of  rectangular  plan,  generally  with  a 

pyramidal  apex. 
Octastyle.     Having  eight  columns  across  the  front. 
Odeion.     In  Greek  architecture,  a  covered  building  for  musical  and 

oratorical  contests. 
Ogee  curve.     A  double  S  curve  especially  common  in  Flamboyant 

Gothic  architecture. 
Opisthodomos.     An  open  vestibule  at  the  rear  of  a  temple  cella. 
Opus  alexandrinum.     An  elaborate  geometrical  mosaic  of  marble 

slabs  and  tesserae. 
Opus  f rami genum.     "French  work,"  the  word  first  applied  by  the 

Germans  to  Gothic  architecture. 
Opus  incertum.    A  Roman  method  of  facing  concrete  walls  with 

irregular  fragments. 
Opus  reticulatum.     A  Roman  method  of  facing  concrete  walls  with 

small    square   blocks   standing   on   their   comers    in   diagonal 

lines. 
Opus  spicaium.     A  Roman  method  of  facing  concrete  walls  with 

kernel-shaped  fragments  laid  in  herring-bone  pattern. 
Orchestra.     In  Greek  theaters,  the  circle  of  the  dance;    in  modern 

theaters,  the  space  for  the  musicians,  or  the  parquet. 
"OrJrr."     In  cla^ssical  architecture,  a  recognized  system  of  forms  for 

the  column  and  entablature. 
^^ Organic  architecture.^^    A  vaulted  architecture  in  which  the  vaults  are 

supported  by  ribs,  piers,  and  buttresses  arranged  with  direct 

reference  to  the  needs  of  supporting  the  vaults  and  opposing  their 

thrusts. 
Ovolo.     A  convex  molding  approaching  a  quarter-circle  in  profile. 
Pagoda.     In  Chinese  and  Japanese  architecture,  a  sacred  tower  in 

several  stories. 
Palccstra.     A  building  or  inclosure  devoted  to  wrestling,  boxing,  and 

kindred  gymnastic  exercises. 
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Pallddian  motive.    A  central  arch  resting  on  the  entablatures  of  lat- 
eral square-headed  bays. 
Parapet.    A  breast  wall  placed  at  the  edge  of  a  platform,  terrace, 

balcony,  etc. 
Parterre.     A  garden  of  beds  with  intervening  gravel  or  turf. 
Patio.     In  Spain  or  Spanish  America,  a  court  in  a  house,  open  to  the 

sky. 
Pavilion.     A   central,   flanking,   or   intermediate   subdivision   of   a 

monumental   building  or  fac^ade,   accented  architecturally  by 

projection  or  otherwise. 
Pedestal.     A  base  or  supix)rt  for  a  column  or  building,  usually  having 

its  own  capital  and  base  moldings. 
Pediment.     A  low  triangular  gable  bounded  by  a  horizontal  cornice 

and  raking  cornices. 
Pendentive.     An   inverted,   triangular,   concave  piece  of  masonry, 

placed    upon    a    pier    to   support    a   section   of   a   dome.     In 

mathematical  terms,  a  segment  of  a  hemisphere  the  diameter 

of  which  is  ecjual  to  the  diagonal  of  the  square  of  polygon 

to  be  co\'cred. 
Penetration.     In  vaulting,  a  surface  intersecting  the  main  vaulting 

surface  to  permit  lateral  openings  to  be  raised  alx)ve  the  line  of 

its  springing. 
Peristyle.     A  continuous  surrounding  colonnade,  either  aroimd  the 

exterior  of  a  l)uilding  or  the  interior  of  a  court. 
Piano  nohile.     The  principal  floor  of  an  Italian  house,  above  the 

ground  story. 
Pier.     A  masonry  rreml^er  acting  as  a  support,  distinguished  from  a 

column  by  greater  miussiveness,  by  a  shape  other  than  circular, 

or  by  being  Iniilt  of  coursed  masonry. 
Pier  buttress.     A  solid  pier  of  masonry  built  immediately  adjacent  to 

a  vault  to  resist  its  thrust. 
Pilaster.     A  flat  rectangular  member,  projecting  sHghtly  from  the 

face  of  a  wall,  and  furnished  with  a  capital,  base,  etc.,  in  the 

manner  of  a  column. 
Pilaster  strip.     A  slender  engaged  pier-like  member  in  a  wall,  used 

in  medieval  architecture  as  a  stifl'ener  or  rudimentary  buttress. 
Pillar.     A  loosely  used  term  denoting  an  isolated  vertical  mass  of 

masonry,  used  as  a  support.     In  architecture,  applied  to  a  sup- 
port wliich  is  neither  a  pier  nor  a  column  in  the  strict  sense  of 

those  words. 
Plate   tracery.     Tracer\'   composed   of   openings   pierced   in   a   thin 

ty!n]);Lninii  oi  str)Tie,  as  e(^ntrasted  with  bar  tracery. 
Plinth.     A  reetan.i^^ular  block  usually  serving  as  a  base. 
Podium.     A  continuous  pedestal. 
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Portcullis.    A  sliding  barrier  or  grating  to  cut  off  access  to  a  gate  or 

passage. 
Portico.    An  open  porch  or  vestibule  having  its  roof  supported  by 

columns  or  piers. 
Preshyterium.     That  part  of  a  church  devoted  to  the  clergy,  in  which 

the  high  altar  is  placed  and  which  forms  the  eastern  termination 

of  the  choir.     It  is  generally  raised  a  few  steps  above  the  rest  of 

the  church. 
Pronaos.     A  vestibule  in  front  of  the  cella  of  a  Greek  temple. 
Propyhetim  (pi.  propyhea).     In  Greek  architecture,  an  elaborate  en- 
trance gateway  with  a  portico  or  porticoes. 
Proskifiion.     In  the  Greek  theater,  a  wall  or  series  of  piers  before 

the  Skene,  carr>nng  a  platform  which  served  as  a  stage  for  some 

or  all  of  the  actors. 
Prostyle.     A  term  applied  to  a  temple  or  pavilion  having  columns 

across  the  front  only. 
Prothesis.     A  chapel  or  room  on  the  north  side  of  the  early  Christian 

church;   the  prototype  of  the  vestry. 
Piilvinated.     Swelling  or  bulging  out;   a  term  applied  to  a  frieze  of 

curved  section. 
Pylon.     A  monumental  gateway  to  an  Egyptian  temple;   any  gate- 
tower  of  classical  design. 
Pyramid-mastahii.     An  Egyptian  tomb  having  the  fonn  of  a  mastaba 

with  a  small  pyramid  on  top. 
Quadriga.    A  chariot  drawn  by  four  horses. 
Quadripartite  vault.     A  groin  vault,  generally  ribbed,  composed  of 

four  cells. 
Quoins.     Stones  or  blocks  reinforcing  the  angle  of  a  building. 
Raking  cornice.     The  sloping  m.oldings  of  a  pediment. 
Ramp.     An  inclined  plane  rising  from  a  lower  to  a  higher  level,  taking 

the  place  of  steps. 
^'Rhythmical  bay.'^     A  temi  applied  to  a  continuous  alternation  of 

wide  and  narrow  bavs. 
Rib.     A  masonry  arch,  generally  salient  from  the  vault  surface  and 

molded,  forming  part  of  the  skeleton  stnicturc  on  which  the  vault 

rests. 
Ribbed  vault.     A  vault  of    masonry  with  a  comparatively  thin  web 

supported  by  ribs. 
Rocaille.     The  shell-work  or  scroll  ornament  characteristic  of  rococo 

decoration. 
Roof  comb.     In  Maya  architecture,  a  pierced  screen-wall  rising  above 

the  roof  of  a  building. 
Roundel.     A  circular  medallion. 
Rubble.     Masonry  of  stones  irregtdar  in  shape  and  size. 
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Rusticated  stone.  Stone  masonry  distinguished  from  smooth  ashlar 
by  having  the  joints  sunk,  and  sometimes  the  surface  of  the 
stone  roughly  or  bossily  finished. 

Sarcophagus.     A  stone  coffin,  usually  ornamented  with  sculpture. 

Saucer-dome.  A  dome  showing  on  the  exterior  only  the  upper  zone 
of  its  surface. 

SciFfKr  frons.  The  front  wall  of  the  skene,  forming  the  background 
of  the  stage,  usually  decorated  with  columns. 

Scale.     The  effect  of  size  produced  by  a  building  or  its  members. 

Scotia.     A  concave  molding  of  circular  plan. 

** Screens.^'  The  passage  across  one  end  of  the  hall  in  an  English 
manor  house. 

Sexpartite  vault.  A  groin  vault,  usually  ribbed,  and  provided  with  a 
transverse  rib  to  the  crown  of  the  vault,  which  divides  the  whole 
into  six  cells. 

Shaft.  The  main,  cylindrical  member  of  a  column.  An  upright 
member,  tall  and  comparatively  small  in  horizontal  dimensions, 
engaged  or  free  standing,  and  generally  used  as  a  support. 

Short  and  long  work.  Stones  embedded  alternately  horizontally  and 
vertically  in  the  masonry  at  a  wall  angle,  used  to  reinforce  the 
angle  and  especially  common  in  early  Saxon  architecture. 

Sikhara,     An  Indian  spire,  used  in  the  shrines  of  Vishnu. 

Skene.  In  the  Greek  theater,  tlie  building  containing  the  dressing- 
rooms,  the  front  of  which  served  as  a  background  for  the  action. 

Soff't.  The  imder  side  of  an  architectural  member,  such  as  a  lintel 
or  arch. 

Spina.  The  barrier  dividing  a  race-course  longitudinally  into  two 
tracks. 

Spire.  A  lofty,  slender,  generally  octagonal  n:emlxir  used  to  crown 
a  medieval  tower. 

Splay.  A  sloped  surface,  which  makes  an  oblique  angle  with  another, 
a  large  chamfer. 

Sqiiinch.  A  slab  or  small  arch  thrown  across  the  angle  of  a  square  or 
poly^^^on  to  render  its  shape  more  nearly  roimd,  to  receive  the 
base  of  a  dome. 

Stadion.     A  course  for  foot  racing,  six  hundred  Greek  feet  in  length. 

Slaved  toicer.     A  tower  built  in  several  receding  platforms  or  stages. 

SliiliK  lilr  ?di(llini^.  Vaulting  composed  of  small  squinches  one  above 
another,  giving  the  ap])carance  of  stalactites. 

Steeple.     A  lofty  structure  attached  to  a  church  or  other  building. 

.S7(7(\     An  uprii^ht  stone  employed  as  a  monument. 

Sit  p-pyruniid.  A  ])yran")idal  struc'ture  consisting  of  diminishing  ter- 
rains, forinini^  a  scric-s  (A  lar^a*  steps. 

S(iri,>l(imy.     'Jlic  science  of  stone-cutting. 
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Stilt.    To  raise  the  point  of  springing  of  an  arch  above  the  level 

of  a  capital  or  impost. 
Stilt -block.    A  block  above  a  capital  ser\'ing  to  support  an  arch  or 

vault. 
Stoa.     In  Greek  architecture,  a  long,  narrow  hall,  usually  divided 

longitudinally  by  columns,  and  having  an  open  colonnade  in 

place  of  one  of  the  side  walls. 
Strap-work.     Ornament    consisting    of   fillets,  or    bands,   imitating 

leather,  folded  or  interlaced. 
String-course.     A   horizontal   course   of   masonry,   usually   molded, 

marking  an  architectural  subdivision  of  a  building. 
Stucco.     Plaster  or  cement  used  as  a  coating  for  walls. 
Stupa.    A  hemispherical  tumulus  or  dome  characteristic  of  Indian 

architecture. 
Stylohate.     A  continuous  plinth  or  step  serving  as  a  common  base  to 

columns,  especially  those  of  the  Greek  Doric  order. 
Tabernacle.     A  pcdimented  or  canopied  niche. 
Tablinum.     A  recess  or  apartment  at  the  back  of  the  atrium  in  a 

Roman  house. 
Tepidarium.     An  apartment  in  a  Roman  bathing-establishment  in- 
termediate  in   temperature   Ix^tween   the   caldarium   and    the 

frigidariimi. 
Terrace-roof.     A  roof  either  flat  or  with  barely  perceptible  inclination. 
Tesserce.     Small  cubes  of  marble  or  glass,  used  in  the  composition  of 

designs  in  mosaic. 
Tholos.     In  Greek  architecture,  a  circular  structure  or  temple. 
Thrust.     The    outward    horizontal    force    exerted    by    an    arch    or 

vault. 
Tie-rod.     A  rod,  usually  of  iron,  set  in  the  masonry  of  an  arch  or  vault 

to  resist  its  outward  thrust. 
Tierceron.     A  secondary  or  intermediate  rib  in  a  vault,  springing 

from  the  pier  on  cither  si<lc  of  the  diagonr.l  rib. 
Torus.     A  molding  of  convex  profile,  approaching  a  semicircle,  used 

especially  in  bases. 
Trabeated  architecture.     Literally,  l>eamed  architecture,  the  term  is 

applied  to  the  post  and  lintel  or  horizontal  architectural  system, 

as  opposed  to  the  arched  or  arcuated  system. 
Transept.     A  large  division  of  a  church  lying  at  right  angles  to  the 

long  axis  of  the  building.     It  developed  probably  from  the  early 

Christian  bema. 
Transom  window.     A  window  divided  horizontally  by  a  bar  of  stone 

or  iron. 
Triclinium.     In  Roman  architecture,  the  dining-room,  furnished  with 

three  couches. 
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Triconch  plan.  A  plan  ending  in  a  trefoil  or  clover-leafed  shape, 
common  in  Syria,  and  later  in  Carol!  ngian  and  German  archi- 
tecture. 

Trijorium.  A  blind  space  between  the  ceiling  and  the  lean-to  roof 
over  an  aisle ;  any  corresponding  division  l)elow  a  clerestory. 

Tri glyph.  A  projecting  block  in  a  Doric  frieze,  marked  by  vertical 
grooves. 

Trophy.  A  monument  or  memorial  of  victory,  especially  one  con- 
sisting of  arms  and  other  spoils,  or  sculptures  representing  them. 

Truss.  A  combination  of  timbers  or  ironwork  so  arranged  as  to 
constitute  an  unyielding  frame  for  spanning  an  opening,  etc. 

Tudor  arch.  A  four-centered,  pointed  arch,  common  in  English 
Tudor  architecture. 

Tumulus.     A  sepulchral  mound. 

Vault  cell.  A  subdivision  of  a  vault,  the  part  defined  by  adjacent 
groins  or  ribs. 

Vault  web.  The  thin  infilling  of  masonry  composing  the  main  ex- 
I)ansc  of  a  rib-vault,  supported  by  ribs. 

Velarium.  An  awning  strclihcd  over  the  seats  of  a  Roman  theater  or 
am]  )hi  theater. 

Veurcr.  A  thin  facing  of  w(mk1  or  otlicr  material  which  has  or- 
namental (jualities  and  overlays  the  structural  material  of  a 
buil<ling. 

Volutr.     A  spiral  scroll. 

Voussoir.  (hie  of  the  wedge-shaped  stones  used  in  the  construction 
of  an  arch  or  wuilt. 

Wall  shaft.  A  shaft,  in  the  thickness  of  a  wall,  dividing  an  opening 
into  two  or  more  parts.  Characteristic  of  early  Saxon  architect- 
ure. 

Wheel,  or  rose,  windoiv.  The  circular  window,  divided  by  tracery, 
wliich  was  commonly  placed  in  the  west  end  of  a  Gothic  cathedral. 

Zi^i^iir<i(.  A  Mc*soj)<)lamian  religious  structure,  consisting  of  a  tall 
staged  tower  or  stc])pcd  |)yramid,  with  ramps  giving  access  to 
the  {()]). 

BIBLIOGRAPHICAL   NOTE 

GF.XFRAL    WORKS    RFTATIM;    TO   THE    HISTORY    OF   ARCHITECTURE 

{For  u'lo-ks  roven'ii!^  special  pt  rioils  see  tfie  note  at  the  end  of  each  chapter.) 

Auvnv^   earlier   eoiTiprehensive   histories  of  architecture  may  be 
menti'tTU'd  espeeinlly  tlie  following: 

r.  Kui^ler's  Geschichte  dcr  Bankunst,  5  vols.,  1850-72.      Continued 
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by  J.  Burkhardt,  W.  Lubke,  and  C.  Gurlitt  as  Gcschichtc  der  ncuern 
Baukunstf  4  vols,  in  6,  1 887-1 911. 

J.  Fergusson's  History  of  ArchiteclurCy  2  vols.,  1865-67;  2d  ed., 
4  vols.,  1873-76;  3d  ed.,  revised  by  R.  P.  Spiers  and  R.  Kerr,  5  vols., 
i8gi-93. 

J.  Durm's  Ilandbuch  der  Architcktur^  Tcil  II.  Die  Baustiky  7  vols, 
in  12,  1881  to  date. 

A.  Choisy's  Histoirc  de  V architecture^  2  vols.,  1899.  (A  study  of  the 
history  of  constnictive  methods.) 

For  the  monuments  in  their  geographical  setting  see  the  guide- 
books of  Baedeker,  Murray,  etc  For  the  history  of  the  excavations, 
etc.,  see  A.  Michaelis's  .4  Century  of  Archccological  Discoveries,  1908. 

The  best  general  guide  to  the  literature  of  the  subject  is  furnished 
by  the  references  in  historical  works  such  as  those  just  named, 
especially  the  Ilandbuch  der  Architektur.  Mention  may  also  be  made 
of  the  classified  catalogues  of  special  libraries  or  general  libraries 
having  large  collections  on  architecture,  especially  those  of  the 
Royal  Institute  of  British  Architects,  London,  with  supplement, 
i8q8;  the  lil>rarics  of  Manchester  and  Salford  (by  H.  (nippy  and  G. 
Vine),  i<)og;  and  the  Boston  Public  Library,  2d  ed.,  1914.  The 
most  comi}lcte  coHection  of  l)ooks  on  architecture  is  that  of  the 
Avery  Library  of  Columbia  University,  New  York,  of  which  an 
alphabetical  catalogue  was  published  in  i8()5.  Similar  works  for 
Continental  libraries,  fuller  on  the  work  of  their  respective  countries, 
are  E.  Vinet's  Catalogue  de  la  bibliotheque  de  VEcole  de  Beaux- Arts, 
Paris,  1873;  C.  v^  Lutzow\s  Katalog  der  Bibliothek  der  Akademic  der 
bildenden  Kiinste  in  Wien,  1876;  Dobbert  and  Grohmann^s  Katalog 
der  Bibliothek  der  Kgl.  Akademic  der  Kiinste  zu  Berlin ,  1893. 
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Abacus.  $8.  60.  64.  67 

Abadie,  Paul.  49S 

Abb<^villc,  200.  296.  307,  309 

Abbiate  Grasso.  355 

Abydos,  temple  of  Seti  I..  23 

Abutment,  in  Egyptian  architecture,  jt; 
in  Mcsopcjtamia.  25;  in  Roman  archi- 
tecture. 112;  in  Romanesque  architect- 
ure. 26s  ff-;  in  Gothic  architecture.  290. 
291.  292 

Academic  architecture,  in  Italy.  402,  403, 
407-410.  413;  in  Spain.  420-421,  422; 
in  France.  422.  423.  424-430.  431-432, 
437;  in  England.  438  444.  448;  in  Ger- 
many, 452;  survivals  01.  465;  revival  of, 
487.  4<>o,  491;  in  America,  536-540.  54^- 
545.  555 

Academies,  Vitru\'ian,  403;  French.  424; 
of  architecture,  428;  French,  in  Rome. 
428 

Acanthus.  67,  68,  94,  377 

Acarnania.  73 

Acha^ans.  37 

Achicmenian  architecture,  32-36 

Acroteria.  73 

Adam.  Robert.  462.  464 

Adam  style,  in  America.  558.  547.  550 

Administrative  buildings,  469-471,  498, 
546 

Adobe.  526.  527.  529.  530 

Adyton.  76.  80 

/Egean  architecture.  37-42 

>Egina.  temple  of  Aphaia.  Oj,  80 

^olians,  51 

^tolia,  56 

Africa.  Roman  architccturo  in.  143;  Mo- 
hammedan architecture  in.  573 

Agadc.  26 

Agora .  87 

Agra.  Taj  Mahal.  57 S.  579 

Agrigentum.   %fe  Akragas 

Aigues-Murtes,  J24.  325 

Aix-la-Chapellc.  Charlemagne's  Chapel, 
iSq,   /go.   i<jf).    197.   212,   221 

Akragas.  52;  temples  at,  Ho;  temple  of 
Zeus.   70.   71.   86 

Akthamar.  204 

Ala-.  138 

Albany.  532 

Alberti,  Leon  Battista,  35 1-352,  366.  374, 
376.  377,  378,  403 

Alcibiades,  94 

Alcobaza,   314 


Alessi.  Galeazzo.  409-410,  419 

Alexander  the  Great,  a,  56 

Alexandria,  56-57;  Pharos,  57;  Serapeion, 
57 

Allies,  434,  446 

Altars,  9,  75.  86,   165 

Alternate  system  in  Lombard  Romanesque. 
228;   in  Norman  Romanesque,  256 

Amalienburg.  452 

Amateurs.  422-423,  53^,  542 

Ambones.  165 

Ambulatories,  221.  293 

Amciihotep  IIL,  21 

American  architecture.  524-571 

Amiens,  cathedral.  276.  2S0.  2fii.  283,  284. 
287.  2QO,  291.  2Q.i.  293.  294,  295.  296,  299; 
Saint  John's  Chapel.  307 

Ammanati.  Bartolomeo.  416.  418 

Amon.  temple  at  Karnak,  19,  20,  21;  tem- 
ple at  Luxor.  21 

Amphiprostyle  temple.  76 

Amphitheaters,  ioa,  127   128.  144 

Anatolia,    medieval    architecture    of,    171. 

176-177 
Ancy-le-France.  ch&teau,  382 
Ancyra.  St.  Clement's,  177 
Andalusia.  Gothic  architecture  of,  315 
Andalusia.  Pennsylvania.   549 
Anet.  Palace  chapel,  384,  386;   Mausoleum 

chapel.  386 
Angkor  Thorn,  583 
Angkor  Wat.  3S3 
Angoult^me.  227,  252 
Anselm,  256 
Anta?.  42.  71.  72,  76 
Anlhcmion.  83 
Anthomius  of  Tralles.  188 
Antioch.  56,  69 
Antiochus  IV.,  69 
Antoninus  Pius,  1 14 
Aosta.   143 

Apartment  houses,  435 
Apodyterium,    129 
Apollodorus,    120 
Appius  Claudius,  108 
Apse.   148,  292.  293.  294.  378 
Apsidal  chapels.  292 
Aqueducts,   104.   108.   131-132 
Aquitaine,    Romanesque    architecture    in, 

251  jff".;     Byzantine    influence    in,    202, 

251 
Arabesques,  377.  380.  3B7.  389 
Arch,  types  of,  4;  in  Egyptian  architecture, 
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12.  23;  in  Mesopotamia.  25;  in  Greek 
architecture,  57,  73;  in  Roman  archi- 
tecture. 104,  107.  108  loi).  115,  146.  147; 
in  early  Christian  archi'.ecture.  if)j;  in 
Romanesque,  220,  240.  2(y),  in  Ciothic. 
263.  28H;  in  Renaissance  architecture. 
376 

Arch,  commemorative.  104,  122.  133-134; 
imitatiun  of.  351.  352,  438.  404.  4^»6; 
hurse^hoe.  264.  579;  o^ee.  .,74;  pfjintcd. 
in  Roinanesfjue  architecture.  240,  260; 
in  Oothic  architecture.  2<>^,  2.S8;  polntc'l. 
in  In<lia.  586;  p(nntcd.  in  Mohamme<ian 
architecture.  .S74;  triumphal,  sec  Arch, 
commemorative 

Arch  order,  in  Roman  architecture,  iio- 
112.  122,  125.  127.  146;  in  Rcnaiss.'ince 
architecture.  340.  351.  357.  3^>'>.  3'>'^.  Sio. 
312.  376.  379;    in  America,  538.  SM 

Archeolof/y.   460,   461    462 

Architect,  status  in  Egypt.  24;  in  Meso- 
potamia. ,i2;  in  Oreece.  50;  in  Rome, 
loy;    in  the  Renaissance.  345  346 

Architecture,  elements  of.   i  -7 

Anhitrave.  Icjnic.  05,  73 

A  re  hi  volt,   146 

Ar><os.  37 

Arle-,.  amphitheater,  128.  152.  217;  St. 
Trophinu".  J4S,  240 

Arlington,  sjy        * 

Armenia,  medieval  ;ir<  hitecture  of,  lys/., 
-r<>3  ff. 

Arris.  58 

An   UoUif-ilU,    ^\  2,   514 

Arta.  St.    B.isil's.   206.   21S 

Artaxcrxes  111..  3> 

Arlois.  (iothu   arihitc(  ture  in,  284 

Arts  and   Crafts   I'-xhiliition,   513 

Ashinont.  All  Siimt's.  330 

Ashur,   27 

Ashurhariip.al.    28.    jo 

Asia  Minor.  (Ireek  arrhitci  ture  in,  ss  5f>, 
5H.  i>5.  Rom.in  cunijuc^t  of.  io(^;  .stv  also 
Anatolia;     loni.i 

Aspt-ndos.    theater.    126 

Assisi.  S.   Francesco,  juj 

Assvria.    25.    27   30 

Asylums.  501,  550 

Atiiens,  50,  52  -54-  55.  56,  58;  Acropolis.  Sr, 
07  oH;  Auti'jniiirs  of  Athrtts.  462; 
Erechlheum,  34.  0(),  71,  78.  8,i  84.  85; 
imitation  of.  J74;  Little  Metropolis.  y<Vp, 
lij't.  200;  M-inunicnt  of  Lysicratrs,  6y, 
()>;  imitation  of,  4O5,  5.\f>\  ()(K-ion  t}{ 
lUrodi-N  Attii  u^.  02.  15-';  Oileion  <jf 
I\Ticlcs.  01;  Parthenon,  5}.  S).  ''>/,  78, 
82,  84;  c.ipil.ils  of.  n  i;  irnitation  of.  4^0, 
5|0;  Prop\-l.-c,H,  s 4.  H7 ;  iiniT.itKni  <»f,  joo. 
'M .  Theodore.  200;  sladion,  i).'.;  tiinple 
of  Athena  Nikr.  5;.  70.  77.  7S.  .Kj.  84; 
t«ini>I'-  ot  ( )l\ini)i.in  Zeus.  <)<;;  tluater 
<)f  iJi' in\ -.u-^.  i)\;  "  Thi'scnni."  So,  82; 
imitation  (if,  .j^o.  54»>;  Tower  of  the 
Wrid^,    iinit.iMon   of,   .J74 

A'.lif'i^.   (i.t..   Ihll   house,   549 

A'laT   \- ..    (,') 

Auiini..  in  Konrm  .T.r(  hi'crture.  T07.  112, 
I  i~ .  I  iX;    11,  L-.irly  Chn.i'ian  architecture. 

.\".       !■  i  ;.-.   <n.    1^4 
A";   -      ,o^,    )  ^,1.    J  u 
.\t"...    ,„]      (■      i\       z,^t, 

A';f.;>'.  air*.;.  1<  t'Ai  c.:-.    \  S') 


Augusta  Pretoria,  143 

Augustus.  113.  127.  136,  141 

Au.^tria.  Ciothic  architecture  in,  321 

Autun.  254 

Auvergne.    Romanesque    architecture    in, 

240  f. 
Auxerre,   267 

Avi'a.  f fortifications.  268.  26Q.  S2S 
Axial  systems.  2.   105,  416,  436 
Aztec  architecture,  525-526 

Biudhek.    145-146.    154,  462 

Babylon.  26.  27.  30;  "Hanging  Gardens," 
30 

Babylonian  architecture.   26,  30-32 

Bagdad,  caliphate  of,   574 

Bagnaia,  Villa  Lante,  416,  417 

Biihr.  Georg.  451 

Balbus.  126 

Balconies,  in  Mohammedan  architecture, 
576.  578 

Ballu.  Theodore.  484,  503 

Baltimf)re.  cathe<lral.  550.  5Si;  St.  Mary's, 
551;    Washington  Monument,  546 

Balusters.   370 

Balustrades,  408 

Banil'crg.  308.  JJJ 

Banks.  472.  491.  498.  542,  545,  546 

Barrel' »na,  315 

"Baronial   style,"   479 

Bar  » jue  architecture,  xxii.  361.  389.  392;  in 
Italy.  402.  403  407,  410  413;  in  Spain. 
421-422;  in  France.  422.  423-424.  437; 
in  England.  438.  448;  in  Germany.  450- 
451;  in  America,  528.  536.  537.  538; 
revival  of.  487,  489.  4'><>.  491,  494, 
495 

Barry.  Sir  Charles.  474.  4H0.  487 

Base.  3;    see  also  Attic  base 

Basil    I..    183.   208 

Ba.sinient,  in  Renaissance  architecture. 
360.  \f>i;  in  P(^st-Renaissance  architect- 
ure. }26.  427.  43'>.  432.  434.  444;  in 
Americ  an  architecture,  540.  542,  544 

Basili.an  type  of  building.  163;  in  the 
Renaissance.  348.  364-366;  in  post- 
Renais.'^nce  architecture.  43S.  44^.  447; 
in  modem  architecture,  475;  in  AJnerica. 
5-J9.  538 

Basilicas,  Roman.  104.  112.  120,  122,  141, 
148.  1.S4;    Byzantine,  domed,  ibiff.,  177, 

193 

Bass.r,  temple  of  Apollo,  84,  118 

Bath.  Engl.ind.  448 

BaThs.  (ireek.  02;  Roman.  128-129;  mod- 
ern. 408;    \f(  also  Thermae 

"Battle  r>f  the  styles."  482 

Battli-ments.    29.   478 

Bay    windows.    3Q2j   393.   394 

H.ivreuth.  Wagner  tneaTer7357 

Beads.   72 

Beak-molding.  72 

Beaulieu-les-Loches.  267 

Beauvais.  Basse  (Euvre.  223;  cathedral. 
2(>3;    south  transept.  jo8;    St.  Etienne, 

JJO.    J^'2.    2f)i 

Bei  erra.   Francisco.  528 

Heikford.   William,  478 

BefTroi,  in  medieval  Flanders.  329 

Behrens.   Peter.  515.  5 16 

Bell  her.  John.  491 

lielgmm,  modern  architecture  in,  496,  514 

Bell.   Ingress.  492 
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Bema.    i6s 

Bt-ni  Hasan,  tomb,  17,  22 

Bentley.  J.    F..   402 

Berlin.  Brandenburg  (late.  4()f^',    cathedral. 

4H9;    Gtithic  project.  483;    Old  Museum. 

474;    Reichstag.  489;    Royal  Opera,  452. 

473;   Royal  Palace.  451;   Royal  Theater. 

469,  470,  473,  474;    towers  of  the  Gen- 

darmcnmarkt.  452;   turbine  factory,  516; 

Werderkirche.  483;   Wertheim  store.  510, 

S15 
Bernini.  G.  L..  411-412.  4^8.  426-427 
Berry  Hill.  S49 

Bexlcy  Heath.  Red  House.  505 
Biddle.   Nicholas.   S4^>.   549 
Billet  mold.  255.  -*56 
Biltmore,  552 
Bin-bir-Kilisse,    176.    177 
Birmingham,  law  courts,  492;   Town  Hall. 

54^ 
Blenheim  Palace.  442.  443,  444 

Blolget.  Samuel.  54- 

Bl.»is.  chateau,  ^^a.  jSi;    Wing  of  Gaston 

d  Orleans.  425 
Boccador.   3i<>2 
Bodley.  G.  F..  492 
Boileau.  L.  A.,  512 
Boisseree.  S.,  48 3 
Bologna,  St.  Francis.  310.  340 
Bordeaux,  Grand  The.'ltre.  404.  473 
Boro  Budur.  58 2 
Borromini.  Francesco.  412 
Bosra,  'Oo,  if>J,  174 
Boston,  534;    Beacon  column.  S\\:    Faneuil 

Hall.  539;    Frankhn  Crescent.  5  jg;    Pu  j- 

Uc    Library.    .5?^.    555;     ^t,    Paul's.    55i»; 

State  House.  .5./J.  544;    Trinity  Church. 

552.  33J 
Bouleuterion,    <:rr   Council-house 
Bourses.  Maison  dc  jacrjues  C<eur.  .fj/.  iS2 
Bournazel.  chiti-au,  .iSi 
Brackets,  in  Far  Eastern  architecture.  580, 

584.  586 

Braisnc.  St.  Yvfd.  3'»0. 

Bramanle.  I)..iiato.  35^-355.  358-361.  36^'. 
374.  .^75    37'>.  377.  -^78.  370 

Brescia,   Pahii:/o  C^tmmunale.  370 

Bruk.  in  M"sopotamia.  25;  in  Roman 
architecture.  I4f>-I5«';  in  post-Renais- 
sance archiu-cttirc.  423.  4.^''-  4  4'>-  44^>; 
in  modern  architecture.  .^82.  505;  in 
America.  532.  533.  54«>.  560.  5<>^ 

Brick,   enamelefi.   ^2.   .i3 

Brick.  sun-<lricd.  in  K^'VP^.  -^;  '"  Mcso- 
pot.amia.   25;    in  /E^can  archite<ture,  40 

Bridges,  Greek.  73;  Roman,  104.  108.  131- 
132;    melicval,   3<5./'.,'    modern.   .S03 

Brittany.  Gothic  architecture  in,  285 

Broadleys.  5;.? 

Bronze  avie.  O   10 

Brossc.  Salomon  de,  42  ^ 

Bmnellcschi.    Filippr).    344-    347-350.    364- 

3'^ 5.    30''»  ^ 

Brussels.  Palais  de  Justice.  4f/>.  4<J7:    Town 

Hall.  3iO.  338 
Buffalo,    (.uaranty    C Prudential)    Building. 

5^/.  5'>3 
Bulfinch.  Charirs.  5U.  5  10 
BuUant.  Jean.  381.  3f^2.  .i^s,  423 
Bulls,  winged.  .^2.  SS,  3'> 
Burgos,    314.    .U5 
Burgun<ly,     Romanes'jue    architecture    in. 

2"^^  If.;    Gothic  architecture  in,  285 


Bijrklein.  488 

Burlington.  Lord.  443,  462 

Bumham.  D.  H..  SS8 

Butterfield.  William.  482 

Buttress,  in   Roman  architecture.    131;  in 

Romanesque     architecture.     265  #.;      in 

Gothic  architecture,  jqo,  291.  292 
Byzantium  architecture,  183-316;  influence 

of.   213.  250,  574;    revival  of.  492.   495. 

560 
"Byzantine  Renaissance."  205  #. 
Byzantine,  iiS;    see  also  Constantinople 

Caen,    Abbaye-aux-Dames    (La    Trinit^), 

220.  237.  258,  266 
Caen,  Abbaye-aux-Hommes  (St.  Etienne). 

227,  22U.  256.  237.  ^3'^.  266,  2<jo,  29^) 
Cahors.   Pont  Valentre.  jj6 
Cairo.    Mosque   of    Amru.    574,    575,    376; 

Mosque  ot  Sultan  Hassan,  S76 
Calah.  27 

Caldarium.  129.  130 
California.  529-530 
Caligula.    139 
Callinmchus,  68 
Camarsac.  329 

Cambodia,  architecture  in.  580.  583 
Cambridge,  colleges.  485;    Trinity  College 

Library,  440 
Campania.  127 
Cam[)aniform  capital.  22 
Campanili.  414 
Campbell.  Colin,  443 
Canada,  French  architecture  in.  530.  531 
Canals.  434.  440 
Candelabra.  377.  387 
Canopus.  139 
Canterbury.  303.  304 
Cap  ill  11   Mayor.  313 
Capitals.    Doric,    .S8  60.   62  64.  6 j;     Ionic. 

64-O6;      Corinthian,    07  f>*r,     ByZtantinc. 

1S3.   186^/.;    Romanestjue.  2O8;    Gi)thii-, 

207 
Caprarola.  castle.   409 
Caraealla.   1 14.   130 
Carcassonne.  La  Cite,  J23 
Caria.   55 
Carolina.    SA.i 
Carolingi.an  architecture,  220  f.;  ornament. 

2\.\ 

Carthaginian  wars.  51,  ><; 

Cartoi'ilies.    M)U,  M)2.   41  I.   423,    426,   430, 

438 
Caryatids.  69 
Casamari,  317 
Cascades,  434 
Casements.   533 
C.'iserta,  palace,  414 
Casinos.  416 
"Castellated  style."  478 
Castle  Howard.  442 
Castles.  325/. 
Catharine    if.,   466 
Cathedra,   165 
Cato  the  Censf)r,   112-113 
Caylus.  Comte  de.  .j62 
Cefalu.   2A(j,   240 
Ceilings,    in    Greek    architecture.    73,    82; 

coffered,  386 
Cella.   76 

Centering.  32.  150.  185 
Central   type  of  building.    163;    in   Rome. 

170  ff.;   in  Syria.  173;    in  Anatolia.  176; 
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in  the  Renaissance,  3S0,  3S3.  355.  359. 
366-368.  386;  in  post-Renaissance  ar- 
chitecture. 40s,  409,  414,  435;  in  Amer- 
ica. 529 

Certosa,  ste  Pavia 

Chaldxa.  26 

Chalgrin,  J.  P..  466.  474.  500 

Chambers.  Sir  William,  478 

ChamWry,  307 

Chambord.  chAteau,  380 

Champagne,  Gothic  architecture  in,  285 

Chancel.  165 

Chandi  Mendoot.  582 

Chandler.  Richard.  462 

Chantilly.  hamlet.  483 

Chapel  of  the  Virgin,  in  French  Gothic,  229 

Chaqqua.   basilica.    IS4 

Charles  V.  of  Spain.  388 

Charles  VIII.  of  France.  380 

Charleston,  Exchange.  540;  Miles  Brewton 
house.  538;  St.  Michael's.  538;  St. 
Philip's.  538 

Charleval.  chAteau.  384.  4-^3 

Charlottesville.  University  of  Virginia.  545. 
548-549.  558  " 

Chartres.    cathedral,    2^)2,    295,    2<j6,    298. 

299.  314 

Chateaux.  384.  432-434 

Cheops,   16;    see  also  Khufu 

Chephrcn,    16 

Chevet,  2g2,  293.  294 

Chicago.  Exposition.  556.  357.  564  565; 
Midway  Gardens,  565;  office  buildings, 
560 

Chichen  Itza.  524 

Chimneyxjieces,  423.  478,  538;  see  also  Fire- 
places 

Chimneys.  382.  394.  479.  533.  534 

China.  Great  Wall.  586 

Chinese  architecture.  584-586;  influence  of, 
476.  487.  580.  586 

Chios,   Nea   Moni.  201 

Christianity,  adoption  of.  115 

Christian-Roman.    i6|    168 

Churches,  in  the  Middle  Ages.  159;  Renais- 
sance. 345.  364  368.  384  38s;  post- 
Rcnaissancc.  409.  414  415.  435.  447-44^* J 
modern.  474-475.  4^^4485.  490.  492, 
4<^4  i95;  American,  colonial.  533,  53 4- 
535.  536.  538;  American,  modern.  550, 
^  551.  552 

Churriguera.  Jose,  42 T 

Churriguercsquf.  421-422 

Ci'oorium.   165 

Circulation,  eU'nu'nts  of,  2 

Circuses,    10 ).    IJS;    in  town  planning,    148 

Cistcrciiin  builthng,  intlucntt.'  in  Italy.  285. 

317 
Cisu*rns.  in   Alexandria.   176;    in  Constan- 

liiioplc.    Jo 7  t}'. 
Civil  War,  Aincrican.  552 
<  lajtln  tar<ls.    534 
Classic  ar.  hitc<  ture.  40    158:    influence  of, 

r54.    iM,   34  1   345.   4f'l-462 
Classicism.      414.      4M-476;       in     Sj)anish 

.AiiuTua,  5JN.  s.^o;    in  the  United  Stales. 

CK  rc>l"rv,  in  Kv,'%y)tian  architecture.  2.^;  in 
konian  architect urc.  ijj,  i.'4.  iji,  148; 
m  rnf-'li*;val   ari  hitectiire,    1O5 

Clcris::»(\ai.   C.    L.,   .\(\2.   4f>() 

Clermont -Ferr  and,  Notre  Dame-du-Port, 
JVv.  -',5.;.  ->S'J 


Clifford  Chambers,  446 

Cloister  vault,  378 

Cloisters,  530 

Cluny.  227,  229,  253 

Cochin.  C.  N..  462 

Cockerell.  C.  R.,  490 

Coffers.   149.  ISO 

Cologne,  cathedral,  276,  309,  315;    Holy 

Apostles,    243,    247;     St.    Mary   of   the 

Capitol.  242.  244 
Colonial  architecture,  527-540;   revival  of. 

554.  556.  560 
Colossal  order.  537.  542,  547.  S48 
Columbia,  capitol.  542 
Columns.  3;    Egyptian,  13.  22-23;    Meso- 

potamian,  32;    Persian,  36;    yEgean,  41- 

42;    Greek.  49 
Columns,  coupled.  355.  419.  4^7.  44"*.  451 ; 

engaged.  71.  103.  355.  357.  361.  376.  539; 

rostral.    133;    rusticated.  363.  386.  401, 

410.  424;   triumphal.  114.  12a.  133.  466, 

544.  S46;   twisted,  411.  412,  448;  ste  also 

Orders 
Commercial  buildings.  472 
Como.  S.  Abondio.  2:^3 
Compit^gne.  palace,  432 
Composite  order.  114.  14S.  374 
Compost  ela.  Santiago.  263,  264 
Compton  Wynyates,  332 
Concert -halls.   474 
Concrete.    149,    150,   514.  526;    reinforced. 

504  50s 

Connecticut,  colonial  architecture.  534 

Conservatories.  503-504 

Consoles,  in  Greek  architecture.  67;  in 
Rfunan  architecture.  144,  145-146;  in 
Renaissance  architecture.  361,  374;  in 
post-Renaissance  architecture.  403.  410. 
412.  419.  4.^3.  435.  437.  447.  44^;  in 
American  architecture.  536 

Constantia,    137 

Constantine.   124,   137.   183 

Constantinople.  1 15.  205.  574.  576;  Baths 
of  Zeuxis.  207;  Bin-bir-Direk  cistern. 
186.  208;  Blachernse,  208;  Cenourgion. 
208:  Cistema  Maxima.  207;  Cisterna 
Pulcheria.  207  #.;  fortifications  of  Man- 
uel Comnenus.  210;  Gul-djami  (St. 
Thcodosius).  197;  Holy  Apostles.  193, 
104.  /yj.  197.  201;  Hagia  Sophia.  187. 
188.  /.Vy.  i<jt),  igi,  nf2.  193;  imitation 
of.  574.  576;  Hodja-Moustapha-pasha 
(St.  Andrew's).  195 ;  Kalender-hane- 
djami  (the  Diaconessa?) ,  195;  Kiliss6- 
djami.  iSo,  TQO\  La  Nea  ("new  church" 
of  Basil  I.),  iSq,  198;  mosque  of  Sulei- 
man, 576;  palace  of  Constantine.  207; 
Pantocrator.  199;  Pentacoubouclon.  208; 
Sacred  Palace.  208,  209;  Chrysotriclin- 
ium,  210;  St.  Irene.  188;  SS.  Sergius  and 
Bacchus.  1S7,  188;  Stoudion  basilica, 
IMS;    Tekfour-Serai.  209 

Const niction.  in  Egyptian  architecture.  23- 
24;  in  Roman  architecture,  149-150;  in 
Byzantine  architecture.  185;  in  Roman- 
esque architecture,   266 

C(;rl)eled  arch.  4;  in  Egypt.  23;  in  iCgean 
architecture.  37.  40-41;  in  Greek  archi- 
tecture, 73;  in  Mexico,  524;  in  India, 
5  So 

Cordova,  great  mosque,  574,  373 

Corinth.   108;    temple.  79.  82 

Corinthian  onler.  (.ireek,  49,  56,  57,  67-^, 
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84,  85;  Roman,  109.  144-146;  in  the 
Renaissance.  374.  3^6 

Cornice,  s;  Egyptian,  ly,  Doric,  58; 
Ionic,  64-65 

Coro.  313 

Corridors,  444 

Cortona,   Domenico  da,  383 

Coucy.  278,  326.  3«7 

Council-house.  Greek.  57.  74.  89 

Counter-Reformation.  401,  414 

Cour  d'honnrur,  464 

Courts,  i;  in  I^g>'pt.  li.  23;  in  Meso- 
potamia. 25;  m  ^gean  architecture.  38- 
39;  in  Renaissance  architecture.  359, 
361.  368.  384.  392;  in  post- Renaissance 
architecture.  415-416.  419.  424.  433.  434. 

444 
Courts,    peristylar.    74.    93;     in    Egyptian 

architecture,   12;    in  Oreek  architecture. 

7d;   in  Roman  architecture,  120,  138;   in 

Mohammedan  architecture.  574.  578 
Craftsmanship.  481,  512.  532-533.  540-S41 
Cram.  R.  A..  559 
Creil.  288 
Crescents.  44H.  549 
Crete.  /E^can  architecture.  37-42;    Gothic 

architecture.    286 
Cromlechs.  9 
Cronaca.  352   353 
Ctesiphon,  palace.  57j 
Cubicula,   13H 
Cupcjlas.  442.  532.  536.  539 
Curia,   II J 
Curv-ilinear  Gothic  in  England.  284.  304  ff., 

306 
Cuspin^.  579 

Cuvillies,  Francois  de.  452 
Cyclopean  mast^nry.  40 
Cyma.  71.  7-'.  73 

Cyprus,  Gothic  architecture  in.  286 
Cyrus,  30.  32.  33',   tomb  of,  36 

Dahshur,  pyramid  at.  16 

Dais.  392 

Damascus,  caliphate  of.  574;  Great  Mosque. 

574 
Dance.  George.  472.  478 
Daouleh,    176 
Daphni.  201 
Darius,  palace  and   hall  of.  j^.  35;   tomb 

of.  J  5 
Darmj:tadt,  Exposition  of  1901.  5 1 5- 5 16 
Daulis,   the   Phokikon.  89 
Daumct,  HDnorc.  495 
Dawkins,   462 

Dc  Caumonl,  An  isse  de.  484 
Deccjrateil  (iothii    in   E^ngland,  284.  304  Jf., 
Dthr-Ahsy.  177 
Delia  Porta.  Giacomo.  411 
Dc'lorme.   sre  L'Urme 
Delos.   52,   55,  os;    House  (jf  the  Trident. 

03.  ^4 
Delphi.     52.     56;      circular     temple.     85: 

precinct  of  Apollo.  95.  yrt,-    monuments, 

t;5;    treasuries.   86 
Dentils.  65  67.   i\5 
Der-el-Bahri.  mortuary  chajwl  of  Hat.shep- 

sut.  iS,  22.  24 
Dts^odetz.  Antoine,  .\(i2 
Diaconicon.   165.  221 
Didvma.  temple  u(  AfxilUj.  55.  57.  66.  78,  85, 

iiH 
Diminution  of  cc^lumns.  3.  58 


Diocletian.  114,  115.  14a 

Dog-tooth  molding.  256 

Dolmens,  9 

Dome,  in  Assyria.  31;  in  Roman  architect- 
ure. 118,  148;  fn  Anatolia.  163,  177- 
179;  in  Byzantine  architecture,  191;  in 
Renaissance  architecture.  347-348.  358. 
366.  378-379;  in  post-Renaissance  period. 
405-406.  409.  412.  413.  421,  435.  440- 
442,  447,  451,  452;  in  modem  architect- 
ure. 464,  471,  472,  475.  495;  in  American 
architecture,  542,  543., 545.  550,  556;  in 
Spanish  colonial  architecture.  529;  in 
Sassanian  architecture.  572-573;  in 
Mohammedan  architecture,  574,  575- 
576.  579 

Domestic  architecture,  Egyptian,  21; 
Babylonian,  26;  Greek,  74.  92-94; 
Etruscan,  107;  Roman.  112.  137-143; 
Byzantine.  211  #.;  Gothic.  328.  333; 
Renaissance,  368-370,  384.  390.  392-394; 
p<jst-Renaissance.  415-416.  432-435.  444- 
446;  modem.  475  476.  484-485.  49i. 
492,  495;  American,  colonial.  533.  534. 
536,  538;  post-colonial.  547;  classical. 
547-550;    mo<lem.  556.  56s 

Domitian,  134.  137.  141 

Doors.  Greek.  73;    Roman.  144 

Dorians.  37.  5i.  74 

Doric  order,  Greek.  42.  49.  5'.  52,  56. 
58-64.  39,  <5/.  6j,  70.  72,  74.  79-84.  4W). 
546;  Roman,  107-108,  109.  144;  in  the 
Renaissance.  374 

Dormers.  387.  394.   535 

Dresden.  488;  Court  Theater,  474.  488, 
^Sif;    Frauenkirche,  431;    Zwinger,  430, 

451 
Drops,    534 
Drul>eck.   244 

Drum.  358.  379.  Aod.  435.  442 
Dub.'.n.  J.  F..  493 
Dublin.     Four    Courts.    471;      Parliament 

House.  471 
Due.  J.  L..  493.  504 
Du  Cerceau.  J.  A..  381.  382.  383.  423 
Duilius.  133 

Du  Perac,  Etienne.  423 
Durham.  22Q,  260,  2ft/.  301 
Dur-Sharrukin.   27.  28;    palace  of  Sargon, 

27,  2<V.  29  30 
Dutch  colonial  architecture.  531-532 

Earl's  Barton,  224 

Early  English  style  of  Gothic.  284,  303  #• 

Ears.  73.  374.  419,  437.  448 

Eastern  architecture.  572  588 

Eaton  Hall.  478.  47i^ 

Eaves,  108.  565 

Ecclesiastical    architecture,    importance    in 

medieval  art,  150;   in  Byzantine  art.  183; 

in  Romanesque  art,  210;    in  Gothic  art. 

279  #. 
Echinus.  58.  60.  63-64 
Eclecticism.  460.  461.  485-490;   in  America. 

552  -s6o 
Ecole  (les  Beaux-Arts,  srr  Paris 
Ecouen. chateau.  380. 384 
Eflinburgh,  hiK'h  school.  467.  470;  National 

Monument.  460 
Egg  and  tlart.  64.  72.  144.  151 
Egypt.  Assyrian  conijuest.   15.  28;    Persian 

conquest.    33;      Roman    architecture    in. 

152;  early  Christian  architecture  in,  174- 
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176;    medieval   architecture  of.  T74  ff.; 

Mohammedan  ajchitecture  in.  573-574, 

575-576.  570 
Egyptian  architecture.  ir-J4;   influence  of. 

Si.  84.  467.  487 
"Egyptian  Hall."  443 
Eisenach,  the  Wartburg.  268 
Elephantine.  21.  23 
Eleusis.  H;ill  of  Mysteries,  86 
Elevators.  561 
Elizabeth.  391 

Elizabethan  houses.  302-394.  485.  534 
Ellis,  Harvey.  564 
Elmcs.  H.  L..  474 
EnKincerinR.  Roman.  104 
EnKland.   pre-Romanes(iue  architecture  in. 

213  #.;   Romanesque  architecture  in.  250; 

CVothic     architecture     in.     285.     2()*)jp.: 

medieval   d<»mestic   architecture  in.   i^i; 

Renaissance   architecture,   346.   301   304; 

post-Renaissiince  architecture.  402.  438- 

450;    Functionalism.   504.   50S.   513-515; 

R«imanticism.  477-483;  classicism  in.  464. 

465.  467,  469;   eclecticism.  486-487.  4<>o- 

40.? 

English  colonial  architecture,  532-540 

Ensemble,  in  Greek  architecture.  95;  in 
Rcjman  architecture.  143;  in  Byzantine 
architecture.  Jio^/T.;  in  the  Romanesqxie 
period.  2O8;  in  the  Gothic  peri'Kl.  335 

Entablature.  Doric.  60. /j/;  Ionic,  O5-67, 
60 

Entasis.  58 

Ephesus.  temple  of  Artemis.  5J.  55.  70.  85; 
theater.  00.  91 

Ephrata,  535 

Epidaurus.  55:  Rvmnasium.  ()2;  Thul'is. 
67.  hS,  69.  85.   145 

Ej)irus.  56 

Ernst  Ludwig  of  Hesse- Darmstadt.  515 

ENarhi-ddoii.  27 

Escurial,  ^ji>.  421 

Etruscan   arehitecture.   106-  108 

Etsc  hmiad^in.   iSg,    i(>5.    U)('i 

Ivuropean  type  <  »f  plan.  10,  3'j;  v«v  «;/"<> 
<  ireek  T\  pe  '«!  J  dan 

Ext  han>:es.    \~2,  4(;8 

Exedru'.  ';S.   I3'>.   131.   135 

Expositions.    }()8.    501 

Esi)ressi->n  in  ;ir(  hitcrtiire.  6;    <if  ('liriractor. 
;<)9.  5')i.  500   5<KK    <  >t"  eultim-.    }<><).   soo 
5i»i,5oj.5ov   sir,;   ^f.j    >'>h'-   ot  striulure, 
270.    281.    5<)<).    .S')2   5of».    511    512,     556. 
.S''><  •-  ,Sf)3 

Ezra,    174.    181 

F;\(.a(Us,  de\'el(>|)rnfnt  of  in  Ronnari. Sf ;t;e 
ari  hiTct  turc.  jf>f>  ''.;  in  Frt-nrh  Gitliic. 
jijo.  j</i;    in  Kni^lish  ("lotlnc,  301  tf. 

Factories,   ^o  i .  5  \<) 

F.iii-nct',  570 

F.ir.  vault   ir   Knj^Iisli  Gothic.  30.^  '». 

F,ir  East,  ar' hi'nture  in.   sSo   ^Sf* 

I'lTi/usson,   lames.  503 

Fn-tel.    H(  Kiriih    voji,    .;8i.    48<) 
I'";!-  -le.   Ha'lui.  .i^^ 
Fill.-ts,    7J 

F;rt]'Ia- I-,.    .>,n;     ^''f'   <'/^"   Chimncyi'lcTts 
F;rL]'!'"i!     I  oi;  ;tni'  ti(  •n.     505,    5't^;    501    ^Oj 
Iv;^iu  r  \-oii   Hrl.il  ■'].  J.  B..  .151.  .;H/) 
I'lanil 'o%' ant   r,f)thic,   2.S  ;,  306^/'.;    inHuence 
01.  .U7 


Flanders,  Gothic  secular  architecture  in, 
3^9 #.;   Renaissance  in,  .390-391 

Flavian  emperors.  114.  146 

Fleche,  in  Gothic  architecture,  297 

Florence.  346.  347  #•.  412;  Annunziata,  351; 
Badia,  tomb.  373\  Baptistry.  238,  270, 
348,  374;  Bargello,  334.  340;  cathedral. 
276,  280,  319.  320,  340,  347,  348.  378; 
Giotto's  campanile.  320.  340;  Laurentiai) 
Library.  403-405,  419;  Loggia  dei  Lanri, 
347;  Palazzo  Medici -Riccardi,  350,  3Sri 
372.  373;  Palazzo  Pandolfini,  361,  3/2, 
374.  376.  3751  Palazzo  Pitti,  350.  371, 
372;  cornice,  373;  court,  416;  imitation 
of.  424.  487;  Palazzo  Rucellai,  351.  3S2; 
Palazz(.>  Strozzi,  details,  371.  373', 
Palazz<)  Vccchio,  332.  i^y,  Pazzi  Chapel. 
J-/V.  378;  Ponte  Santa  TrinitA.  418; 
S.  Francesco  al  Monte,  353;  S.  Lorenzo, 
34^ >  349-350.  365;  old  sacristy,  35o; 
fagade,  316;  Medici  chapel,  361,  j6j. 
403;  favade.  403;  Sta.  Maria  dcgli 
Angeli.  350,  366,  367;  S.  Miniato  al 
Monte,  238,  270,  347;  Sto.  Spirito.  365; 
sacristy,  353,  3()7;  Sped  ale  degli  Inno- 
centi.  348-349.  370;  Uflfizi,  409;  Villa 
Medicea,  369 

Florida,  529 

Flutes.  58,  65 

Flying  buttress,  in  Normandy.  258  jT.; 
in  Gothic  architecture.  2go.  291.  292; 
in  St,  Paul's,  London.  442 

Fontaine.  P.  L.,  467 

Fontainebleau,  423;    Gallery  of  Henry  II., 

3«4 
Font  hill  Abbey.  478 
I'orti  livilia,  120 
Fore -courts,  384,  434 
Fonn.s  for  concrete.  505 
F'ortification.  sef  Military  architecture 
Fortified    towns,    in    Romanesriue    period, 

2O8;    in  Gothic  peri<»d.  ^2ijf. 
F<innn,  104 
Fossanova.  317 
Fountains,  416.  434.  446.  578 
Fourth  crusade.  2<'j 
Foyers.  473.    174.  507 
Fr.mee,      Roman      architecture      in.      152; 

Romane.sque     architecture     in,    247   ff.; 

(iothic    architecture    in.    286/'.,    H^  ff.; 

(ititliic    secular    architecture    in,    330 iT.; 

Renaissance  architecture  in,  346,  379  -387 ; 

Ijost-Renaissatice    architecture     in.    402, 

\22.  438;  classicism  in,  464,  465-467,  469; 

Romanticism  in.  483-^,84;   eclecticism  in, 

487.  403  4<U;  functio.ialism  in,  soo.  503, 

50;.  507.  514-515 
FraiK  is    I..   380   381 
Fruiklort.   Salvatorskapelle,   221 
Freart  de  Chainbray.  Roland.  425 
I'reUriik   the    Great.   452,   473;     proposed 

niomi merit  to.  469,  542 
'■  Free  Classic."  491 
Freilturf,'.    309.    3^3-    3^4 
h'rent  h   (^olonial   architecture,    530-531 

French  order."  386 
Fres(  rj,  in  late  Byzantine  architecture.  206; 

in  Italian  Gothic  architecture,  318 
Frt't.  C.J.  72 
I'ricdric  h  I\'..  390 
Frie/.e.   Corinthian,   67;     Doric.   58.   6o-f»2. 

108;     Ionic.    65-67,    84-85;     pulvinated. 

419 
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Frigidarium.    I2f).    ijo 

Functionalism.  461,  499-5 1^>;  in  America. 
560-565 

Gable  roof.  39.  73.  78 

Gables.  106.  387.  394.  479.  532,  536 

Gabriel.  J.  A..  431-432 

Gaillon.  chftteau.  380 

Galilei.  Alessandro,  413 

Galleries.  368.  384.  393.  414.  447 

Gandon.  James.  471 

Gardens.  Renaissance.  370;  post-Renais- 
sance, in  Italy,  411.  414.  416;  in  France. 
430.  434;  in  England,  446-447;  in 
America,  5S6;  Mohammedan,  579; 
Chinese.  586 

Gargoyles.  291  #. 

Gamier.  Charles.  494.   507 

Gartner.  Friedrich  von.  483.  487.  488 

(iate-houses.  384.  392.  393 

Gates.    Roman,    134-135 

Gau.  F.  C.  484 

Gaza.   32  2 

Genoa,  baroque  architecture  in.  412;  pal- 
aces. 409,  419;   university.  415 

Geoffrey  de   Noycrs.  303 

(ieometric  Gothic  in  England,  304 

Cref)rgia,  meJieval  architecture  of.   203  Jf, 

Gennan  colonial  anhitecture.  535 

Gcmiany,  Roman  architecture  in.  105,  i.si- 
152;  RomaiH'sque  archiTecturc  in.  242. /7.; 
Gothic  architecture  in.  285.  3"H  (t'.; 
Rcnaissaiuc  anhitucture  in.  34O,  3HS - 
3<jo;  ]>ost-R('naissanrc  architecture  in, 
40.;.  450-45.' ;  classicism  in.  4C»7.  46S; 
Romanticism  in.  4S3;  elccticism  in.  486. 
487.  488  4(jo;    functionalism  in.  514-516 

Gennigny-les-Pres.   196,   197.  212.  214.  221 

(Tcrona,  315.  34" 

Gernnxle,  244,  271 

Ghent.  Town  Hall.  33«.  338 

Gibbons.  Grinling,  448 

Gibbs.  James,  447  448;  influence  of  537,  538 

Gilly*  Da\Htl.    ^^9 

Crinain.  Paul.  494 

Giocondo,  Fro.  370 

Girault.  Charles.  495 

Girgcnti,  sfe  Akragas 

Gizeh.  pyramids.  11.  13,  /.;.  16  17;  "Tem- 
ple of  the  Sphinx,"  22 

Glass,  use  of  in  modern  architecture,  502. 

S<M-5'>4.  561-563 

Gloucester,  cathedral.  30^).  jo;-.  339 

Gmund.  the   Hitly  Cross.  311,  339 

Godcfroi,    Maximilian,   551 

Goethe.  48.^.  506 

Gontard.    Karl    v<jn.   452 

Ciof)dhue.  B.  (i.,  559 

(iorlitz.  SS.  Peter  and  Pau'.  .ii2,  .iH> 

Gothic  architecture,  2(12  ff..  275  .•Iki;  later 
opinion  of.  275;  priority  in.  276;  sur- 
x-ivals  of,  in  England.  477;    in  America, 

53 -J -5  34 
Gothic  revival.  477-485;    in  America.  $$0- 

552.  S.5»)-56o 
Goths.   115 

Gouion.  Jean,  381.  382.  383 
Goumia.   39 
Government    buildings,    469-472.  498,    541, 

54^-545.  552.  558 
Gneco-Roman  period.  57-58.  1 51.  152 
Granada.   Alhambra,   377,   579;    palace  of 

Charies  v.,  388,  jSq 


Grave  monuments,  set  Tombs 

Greece,  j^gean  architecture  in.  37-42; 
Persian  wars,  51.  52;  Macedonian  con- 
quest, 51.  55;  Roman  conquest.  103,  106, 
109 

Greek  architecture.  49-102;  influence  of, 
58.  103-104.  572 

Greek  cross  plan,  187,  197.  353.  366,  368, 
529.  550 

Greek  revival,  464.  467-469,  488,  489;  in 
America.  545-547.  549.  558 

Greek  type  of  plan.  122.  124.  148 

Greenwich.  King  Charles's  block,  439; 
Queen's  House.  344.  439 

Gregory  of  Nysa.  description  of  a  Martyr- 
ium.  176 

Gresham.  Sir  Thomas.  392 

Groined  vaults,  in  Roman  architecture.  128. 
131.  148,  149,  ISO;  in  medieval  archi- 
tecture. 226;  in  Renaissance  architecture, 
378.414^ 

Guarini.  Guarino,  412 

Gudea,  building  at  Lagash.  26 

Guilbert.  A.  D..  49S 

Guild  halls,  in  Gothic  Flanders.  329 #• 

Guimard.  Hector,   514 

Guttae.  59 

Gymnasia,   57.  92 

Gynacaja,  in  early  Christian  architecture. 
165 

Ihidrian.   114,   118,   13O.   146 

Haidra.  210.  211 

Half -timber.   534 

Halicarnassus.  55;    Mausoleum,  55,  95 

Hall,  534;    in  English  house.  392 

Halle.  St.  Mary,  312 

Hallenkirchen     in    German    Gothic,    30ijff. 

Hallet.  Stephen.  542   544 

Hamilton.  Thomas,  469 

Hampton  Court,  391.  393.  444 

Hankar.  Paul.  513.  5 14 

Hardwick.   Philip.   509 

Harem.  578 

Harlech.    326 

Harrison.  Peter.  539  540 

Hartford.  534;    Eaton  House,  534 

Hatfield  House,  394 

Hathor-head  columns,  22 

Hatshepsut,   18 

Hauran.    154 

Havilatid.  John.  550 

Ilawk.smoor.  Nich(*las.  442 

Heidelberg.  chcUeau,  381;.  j(jo.  450 

Hellenistic  period.  51.  56-57 

Henry  II.,  of  France.  381.  384 

Henry  IV..  of  France,  423  424.  436 

Henry  VIII..  of  England.  391 

Henry  the  Fowler,  242 

Herculaneum,  4<)2 

Herder.  476,  5'>o 

Hermogenes.  (>(t.   144 

Herms.  390.  410.  410.  423 

Hcrrera.  Juan  de.   421 

Hildeshfim.  St.  Michael,  227.  24 j,  244,  271 

Hingham,  "Old  Ship."  535 

Hippodamus,    54-55.   98 

Hipp^xlromes.  92 

Hip-roofs.  73.  584 

Hoarcross.  church.  404 

Hoban,  James.  542.  549 

Hobleton.  Flete  Lodge,  403 

Hoffman,  Joseph,  515 
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Hoffmann.  Ludwig,  490 

Holkham.  44s 

Holland.  Renaissance  in.  39O 

Holv   Land.    Gothic   architecture    in    the, 

^86.  321  #. 
Horiuji.  586 
Horta.  Victor.  s>J.  S14 
Hotels.  498.  501 
Hotels,  French  Renaissance.  384 
House,  see  Domestic  architecture 
Housing.  98.  SOI 
Houston.  Rice  Institute.  .s6o 
Hugh,  bishop  of  Lincoln.  303 
Hugo.  Victor    484 
Hunt.  R.  M.,  sS-2.  55^ 
Hyk.sos.  13 

Hypwthral  temples.  78 
Hypostyle  hall,  jo   22.  23.  120 

Iconoclastic  controversy,    i<)() 

Iffley.  2.5i>,  260 

Iktinos.  82.  84,  85.   144 

He  de  France.  Romanesque  architecture 
of.  261  Jf.;  Gothic  architecture  of.  284, 
286/. 

Impost.  107.  146,  148 

Inca  architecture.  527 

India.  Hin<iu  architecture.  580  582;  in- 
fluence of.  580,  582;  Mohammedan  ar- 
chitecture in.  574.  579.  581-582 

Interiors.  430.  432.  438.  439.  44«>;  Empire. 
4O7:  colonial.  534.  538.  539;  American, 
classical,  540  550 

Interlacing  arcades.  239.  241,  256 

Ionia,  architecture  in,  33.  51-52.  55,  S6. 
87 

lonians.  5 1 

Ionic  angular  capital.   144 

Ionic  base,  72 

Ionic  capital,  origins  of,  32.  65 

Ionic  order,  Greek.  49.  SL  52.  56,  57.64-67, 
f'O.  70,  72.  79.  82  85:  Roman.  109.  144 

Ipswich.  Whipple  hou.se.  534.  SJ5 

Irene.    Emi)ress,    200 

Iron  age,    10 

Iron,  use  "f  in  morlorn  architecture.  501, 
503   505,   56f>;     \«r  also  Steel 

Isidorns  f)f    Mil»-lus,    188 

Isopata.    \l 

"  Italian  -^tvU-."   48- .   ^51 

Italy,  (rrt-rk  arcliitrc  turt- in.  .St.  5J;  Rnrnan 
arrhitectnrr  of.  103  151;  Roinaiu  ^qiic 
anhitet  turf  of,  22f)ff'.:  (rothic  ari  fiitfit- 
ur«'  fii.  2S%  Jl.;  int*'iicv"al  s(  cular 
an  lntc(  ture  of.  332  V.;  Kenai^s.iTu  e. 
.M''  .^70;  earlv  Renaissance.  3\~.  3=5H; 
Hii:h  Renaiss.im  c.  •t.sS  jf)4;  po^t-Rc- 
naiss.'incr  an  hitccturc.  402.  40^^  4 '9; 
moMcrn  arc  Inticturc  in,   49'>  498 

j.n'.bcan  housi-s,  392-394.  534 

Jah.iTi.  Sh.ih.   579 

jaint-s  I..  4  <S 

JaiTifs^own.  S33 

japaiu-se  .'irchitccturc.  580.  5S6 

J.ivaii  architecture.  5S(j.  582;    influence  of, 

Jc.in-dc-Berry.  328 

Jian-lf-Lonp,   270 

Ji*tTcr«;on,  Thomas,  53S,  S4T-542.  544.  548, 

S.S" 
JiTu^alcm,  Church  of  the  Holy  Sepulchre, 

173 


Jesuits.  415,  450 

Jumi^^cs.  256.  257,  267 

Justinian,  183.  191 

Jones,   Inigo.  438-439,  444.  445.  447,  44^ 

Julius  II..  358,  418 

Julius  Caesar,  ti3,  118.  120,  127 

Juvara.  Filippo,  413 

Ka,  16 

Kalat-Seman,  St.  Simeon  Stylites,  jdo,  17 j. 

«74 
Kallikrates.  82.  83.  84 
Kamak.  temples,    jg,  20.  21 
Kassitcs.  26.  27 
Kearsley.  John.  538 
Kedleston.  46S 
Kent.  William,  443 
Kew.  buildings  at,  486-487,  491 
Keystone,  107,  146 
Khafre.  16 

Khajuraho.  Temple  of  Vishnu.  sHi 
Khalb-Louzeh.    160,   I73 
Khammurabi,  26 
Khan.  29 

Khmer  architecture.  580.  583 
Khorsabad;  see  Dur-Sharrukin 
Khufu.  II.  13,  16 
Klenze.  Leo  von,  469.  474.  487,  488 
Knosso.s^  37.  j.V,  39 
Kodja-Kalessi,  j6o.  177 

Label  molding,  107 

Labrouste.  Theodore.  493,  503 

Laconicum.  129 

Lagash.  26 

La  Granja.  palace.  422 

Lake  dwellings.  8-9 

Lancet  style  of  Gothic.  284.  303  ff. 

Landscai>e  gardens,  434.  446-447,  475 

Lanfranc.    256 

Langrcs,    288.   338 

Langued<K\  Romanesque  architecture  of, 
250/. 

Lanternes  des  morts,  335 

Lanterns,  in  Romanesque  architecture,  267; 
in  French  (rothic.  297;  in  English  (Vothic, 
301;    in  Renaissance  architecture,  348 

Las  Huelgas.  314,  340 

La-ssus.  J.  B.  A.,  484 

Latin  cross  plan.  365.  550 

Latrobe.  B.  H..  545-546.  550,  560 

Lavra,  the  Catholicon.  201 

Lean-to.  534 

Lr  Brun.  Charles,  430 

Led  oil. \.  C.  N.,  465 

Legislative    builchngs.    471,    480.    S41-543. 

.si.s.  546 

Leip/.ig,   Imi)erial  cf>urts,  490 
Lenureier.  Jactjues.  424 
Lenisa.   210 
L" Enfant.  P.  C.  542 
Lenoir,  Alexandre,  484 
Le  Notre,  Andre,  434 
Leo  X..  358 

Leo  the  Isaurian,  196;   cathedral,  314 
Leon,  S.  Isidoro,  263,  26s 
Leopold  IL,  496 
Leroy.  J.  D.,  462 
Lcscot,  Pierre,  381,  382 
Les  Herbiers,  chapel,  484 
Le  \'au.  Louis.  426,  428,  433 
Libraries,  public,  498,  $01,  503,  553,  554- 
555 
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Liemes.  in  English  Gothic,  304  #.;  in 
Flamboyant  Gothic,  306 

Lifts,  561 

Light-wells.   39 

Lima,  cathedral.  528 

Lincoln,  cathedral.  J04.  305 

Lintels.  3;  in  Egypt.  15;  in  ^^gean  archi- 
tecture. 40;  in  Renaissance  architecture. 
376.  38ft 

Liverpool.  St.  (leorgc's  Hall,  474.  475 

Locri.  temple.  77 

Log-cabins.  527 

Logos.  418.  S07 

Loggias,  3^1.  370.  387.  444.  45 1.  537. 
538 

Loire,  chateaux  of  the,  380-381 

Lcjmbardi  family.  355 

Lombardy.  Romanesque  architecture  in, 
22()ff.\    early    Renaissance    in.   354-355. 

377 

London.  Adelphi,  47s;  Admiralty.  471; 
Bank  of  England,  ./rt-"?.  472;  Burlington 
House,  J43;  Covent  Garden.  448; 
British  Museum.  474;  Crystal  Palace, 
504;  Euston  Station.  509;  Exposition  of 
1 85 1.  504;  Foreign  Office.  482;  great  fire, 
447.  448;  H<^uscs  of  Parliament.  480. 
^.V;;  Institute  of  Chartered  .•\ccountants, 
401;  Law  Courts.  482-483;  the  Monu- 
ment. 440;  Museum  of  Natural  History. 
492.  50s  5o^>;  Newgate  Prison.  472.  47j; 
New  Zealand  Chambers.  4(ji;  Ri-gent's 
Park,  lodge.  401;  Regent's  Quadrant, 
475;  Royal  Automoi)ile  Club.  491; 
Royal  Exchange.  392.  472;  St.  Bride's. 
447;  St.  Martin-in-the-Fields'.  447  448; 
St.  Mary-le-Bow.  447,  44^;  St.  Mary-le- 
Strand.  447;  St.  Pancras'.  474;  St.  Paul's, 
440.441:^1.  Paul's  (Old).  4J9;  St.  Paul's. 
Covent  Garden.  439.  447;  St.  Stephen's, 
WaU)nxjk,  447;  Somerset  House,  44J, 
471;  the  Tower.  St.  John's  Cha[X'l. 
260;  Travelers'  Club.  487;  University  of 
London.  490;  Westminster  Abbey. 
Henry  V'H.'s  Chapel.  jo(^;  Westminster 
Cathedral.  40-:  Whitehall  Palace.  v.<v; 
Wren's  plan    for.  448;    York  Stairs.  439 

Long  and  short  work.  224 

Longhena.  Baldassare.  412.  419 

Longleat.  302.  394 

L'Orme.   Philiberl   de.  3H1.  382.  383.  386. 

4^.i 
Lorsch,  jjj 

Lotus  bu'l  column,   tj.  22 
Lotus  fU)wer  i.ol»unn.  22 
Louis   XII..   .i.Ho 
Louis  XII  I..  4-'.^  42  \ 
Louis  XIV..  423.    ;js    no 
Iv^juis  XV..  423.  43f)  431.  438 
Louis  XVI..  423.  431-43^.  4J8.  464 
Louis.  V^ictor.  464 
Louisiana.  531 
Lou  vain.  Town  Hall.  330 
Low  Countries.  C>olhic  architecture  of,  286 
Ludwig  I.,  469.  488 
Lycia.  architecture  in.    Ji^ 
Lyons.  Hotel  Dieu.  \3i]   St.  Nizier.  386 
McComb.  John.  S44 
Mclntire.  Samuel.  547 
McKim,  C.  F..  554  555.  556,  558.  560 
McKim.  Mead,  and  White,  554 
Machuca.  Pedro.  388 
Maderna.  Carlo.  411 


Madrid,  palace.  422 

Ataestri  Comacini,  234 

Magister  Operarius,   219 

Magna  Graecia,  log 

Magnesia,  agora.  87.  88;  Temple  of 
Artemis.   57.  ^7.   77 

Mainz,  cathedral,  227,  245.  246,  248 

Major.  Thomas,  462 

Manassia.  eSq,  205,  206 

Manchester.  Assize  Courts.  482;  Town 
Hall,  482 

Mangin.  Joseph.  544.  S50 

Manors,  fortified.  329.  39^ 

Mansart,  Francois.  425-426 

Man.sart.  Jules  Hardouin,  428-430.  435 

Mantinea.  55 

Mantua.  S.  Andrea,  332;  S.  Sebastiano. 
35^.  366.  jfij 

Marble,  in  Greek  architecture,  49.  54.  70, 
72.  73,  82;  in  Roman  architecture.  113, 
151;  in  English  Gothic,  304;  in  Renais- 
sance architecture.  355;  in  post -Renais- 
sance architecture,  411.  418.  436;  in 
Victorian  Gothic.  482;  in  American 
architecture.  542 

Marble  veneering.   118.   131.   149-151.  4i8 

Marburg.  St.  Elizabeth.  278,  310,  315,  316 

Marcellus.   126 

Marcus  Aurelius.  133 

Marie  Antoinette.  434 

Markets.  5.J9.  540 

Marly.  434 

Martyrium,  described  by  Gregory  of 
Nysa.  176 

Maryland,   colonial   architecture,   533.    537 

Massachusetts,  colonial  architecture,  534 

Mastaba.  16 

Mausolea.  55.  95.  114 

Mausolus.  95 

Maxentius,    123.    124 

Maximilian   IL.  488 

Maya  architecture,  524,  526 

Maz.irin,   327 

Mchabbak.    173.    18 1 

Meander.  62 

Mecca.  573 

Medes.  30 

Mefiff)rd.  Rovall  house.  547 

Me«lici,  Catherine  de.  424 

Medieval  architecture.  159-343;  influence 
of.  344-. U5 

Medieval  revival.  476-485 

Medieval  .survivals.  477,  532  534-  536. 
538 

Medum.  pyramid  at.  16 

Meeting-houses.   534-535 

Megalithic  works,  9 

Megal';polis.  55;  agora.  87;  hall  of  the 
Arcadians,  56,  89;    theater.  01 

Megaron.  39.  4-2.  74.  76.  80,  89.  92  93 

M^'hun-sur-Ydvre.  328 

Meissonier,  J.  A.,  430 

Memphis.    13 

Memphitc  period,  i.j.  16 

Menai  susi>ension  bridge.  503 

Menes.  12 

Menhirs,  9 

Menkure.  pyramid  of,  16 

Mesopotamia  preclassical  architecture,  24- 
32:  later  styles.  S7"»-574 

Messene.  55 

Metopes.  58.  60.  63.  84 

Mexico  City,  cathedral,  527,  528 
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Mexico,  pre-colonial  archiltxture.  524-526; 

Spanish  c;ol<;nial  archilecture,  527-5.29 
Mezzanines.  j6<>.  376,  435 
Michelangelo.  J5H.  374.  377.  403-407.  4^9 
Michelozzo.  351.  36c; 

"Middle  KinKdom'in  Egypt.  13.  17,  20.  22 
Milan,      cathedral.      321.      J22;       Palazzo 

Marino.    4itt:     S.    AmbroKJo.    227.    228. 

22Q.  2j(\  2JI.  232.  2M.  2<jo;  Sta.  Maria 

della    Pabsione.    JO7;     Sta.    Maria    near 

San   Saliro.   355 
Miletus,  bouleuterion.  8q;    sre  also  Didyma 
Military  architecture.  Mesop<jtamian.  25.  29; 

Mycena-an,  37;   Roman.  104;   Byzantine. 

210;   Gothic.  3-23-3-^.  3-9;  Chinese.  58O 
Milizia.  Francesco.  506 
Mills.  Roliert.   54'>.   550 
Minarets.    57^>-.S78 
Minoan  yn-riod,  37   4^ 
Mirhab.  574   57. S 
Missions.   520  530 
Mislra.   Pcri'.i-vt'»s.   2fj6 
Milla.  520 

Mitylene.   theater.    125 
Mnesicles.   87 
Moat.  3K4 
Modrna.    234 

Mode-rn   archilecture.   4^0   5J3 
Modernism.   40<>.    .S02.    505    siO,    S'>3   5<>5 
Modilliotis,  f»7.   I  j.s 

Modulf.  in  (irtt'k  ar<  hite*.  lure.   S*'.  '»3.  O4 
Mohammedan    arc  luu-cture.    573   579 


Moldings,    drerk.    71 


Koman.     144; 


Ciothjc.  _'oS;    Rrnais^ance.  372  374 
Moliere,  opinion  of  (iolhic.   275 
Monaco,  Trophy  ot  Augustus.  133 
Mtma^tium  A  m;li<  anuin.  477 
MonceauN.  chaltau.   382   3H4 
Moni(.r.  Jiiseph,  504 
Monrc-ale.  2J7.  -'-/<'.  -^41 
Montaculf,  j(j,{ 
Monte   ("arlo,    C-asino,   4^4 
Monliifllu.    5  |K 
Montier-tMi-Di.-r.    223 
Monuments.    <,«»mTnemorative.    (ireek.    95; 

Roman.    104.    133 
Moorisli    arrliitcriurc.    infhirnt  c    in    South 

ll<ili,in  and  Sicilian  Romanfs<)Ur.  230/'.; 

in    Si)arn-li    ("loihic.    ^\^J/.;     in    S]janish 

architecture.   31^7.    527 
Mora.  J.  (1.  de.    SjS 
Morieiual.  J.T.  2h2.  2fK<,  2O7.  288 
Moriscoes.  387 
Morris.   Willi. im.    S'x^.    5'>5 
Musqius.    574    578 
Mi'unt   Airy.    ^^~ 
Mousinieh.    I'r.ctorium,    /.?,'.    i^j 
Msehatta  I'rie/.e  (Berlin  Museum),  174,  775. 

181.    S7 4 
Mnlhausen.    Liebfrauenkir*.  he.   312.  s.^') 
MulliKiied    windows.    3i>4.   5,^3 
Munu  h.     4.S3.    4>>7.    48H;     ^aihedral.    312. 

330;    <  rhpt-'thek.  474;    K'>Tn>:sbau.  487; 

Slinistrv  ot   War.  487;    Pinakothek.  4H7; 

RiAul    Lil>rar\-,    487;     Thealme   Church, 

451;    W.'ik'iH-r  theater.  507 
Munster.  3'>*>.  .■! ! ~ 
Mural  p.iiniiuK'.  *^)-\.   '39 
Museums.  474.    ;oH 
Mut  ul<'^.   5N.  0.1.  03 
M  \  >,  I  ii.i.  37  ;    ]».i!,i.  <■    30;    "( 'i. lie  I  if  Lions." 

\<>,     ',  I .     ;_•,     ■   'lr<.a>ury    c^t    Atreu>."    41- 


Mycenaan   period,   37-42 
Mycerirms.   16 
Myra.  St.  Nicholas.  177 
Mystery  temples.   74,   75,  85-86 

\aksh-i-Rustam.  35,  36 

Nancy.  431.  436 

Nantes,  307 

Naos.   76 

Nap(jleon.  466-467,  475 

Najjoleon  III..  484 

Narni.   bri<l(.je.    132 

Narihe.x,    in    eirly    Christian   architecture. 
165 

Nationalism.  219,  344.  476,  SOI.  517 

Naturalism,   476 

NaumburK.    3'X) 

Nauplia.  .\ea  Moni.  200 

Near  East,  architecture  in,  572-579 

Nebuchadnezzar,  30 

Nemea.   Doric  capital,  t^.i 

Neo-eUissicism  in  America,  556-559.  563 

Nco->^'rec.  4O9.  490.  493 

Neolithic  jKiriod.  8 

Nero.    I  13.    \M),    141 

Nesfield.  Eden.  491 

New  Bedford.  Bennett  hous*-.  549 

New  En^iland.  colonial  anhitecture.  534- 
535;    jxisi-eolonial  architecture,  547.  549 

New   Me\i(o.  529 

New  Orleans.  531;    Cabildo.  j  </ 

Newpf<rt.  lasino,  554;  "cottages."  552; 
Market,    540;     RedwfKKl    Library,   540 

New  Vork.  S32;  Astor  house.  552;  C»mturv 
Club.  5S5;  City  Hall.  3.^^;  City  Hall 
(old),  538;  Columbia  University,  558; 
Custom  House  (Sub-Treasury),  54^); 
Federal  Ilall,  542;  Grant's  Tomb.  558; 
Knickerbocker  (Columbia)  Trust  Com- 
nany,  558;  Lafayette  Place.  549;  Lenox 
Library.  552;  Madison  Square  (»ardcn, 
555;  cttTice  buildiuKS.  560  563;  Mer- 
chants' Exchnnf^e  (National  City  Bank). 
54^;  Pennsylvania  Stati(»n,  558;  St. 
Patricks.  .S5i;  St.  Paul's  Chapel,  538. 
.5.i(;;  Sladt-Huis.  532;  Stale  Prison,  550; 
Trinity  Church.  551;  Woolworth  Build- 
ing, Sf^i  >'■'-■.  t-^kS'^  World  Budding.  561; 
\'.tii  lerbiit  houses.  552;    Villard  houses. 

554 
Ni(  hes.  131.  148.  359.  3'>I.  452.  464 
NKholas   \'..   357 
Nika  hiditioii,  188 
Ninus,     amphitheater.     128;      "Baths    o 

Di.ma      152.247;    "  Maison  Carrce."  / z'^; 

imitation   <,f.   542;     Pont  du  Gard,   Ij2, 

247 
Niiu\eh.    J7.    28 
Nipitur.  _'<) 

N  >td1iTi^;en.  St.   Ge'jrge.  310.  Af^ 
.NortnamK.    Romaius(|ue    architecture    in. 

:S5  ''  .   -'5^;    (lothic  architecture  in.  j8s 
Niirnberv'.      Peller     house,     390.     3^1 ;      St. 

L.iwieiue,    31  I 

Oak  Park,  Church  of  the  Unity,  565 

Obelisks,    21 

( )i!(ion^.  74.  91-92 

O'l'  .a«  '.r,     II  5 

(  )*bice  buiMinvis.  ^o\ 

(  )il  iru  h     Joseph.  51  5 

■■')M    f^ib\  Ionian   kuHvlom,"  2(^ 

"Old  Kiiuidoin  "  in  Egypt,  ij.  16.  io 
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Ollcntaitambo.  527 

Olmsted.  F.  L..  5S8 

Olympia.  5-2.  55.  S6,  05',  bouleutcrion.  89; 
circular  temple.  85;  gymnasium.  92; 
Metnxin.  78;  stadion,  92;  temple  of 
Hera.  <)2.  79.  82;  temple  of  Zeus.  77, 
78.  80;   treasuries.  86 

Olympic   Karnes.    50 

OpeninKS.  in  (^ireek  architecture.  73;  in 
Rfiman  architecture.  144;  in  early 
Christian  architecture.  165;  develop- 
ment of.  in  Rfjmanesque  architecture. 
267;  in  (lothic  architecture.  J<J4.  295,  296; 
in  Italian  domestic  architecture.  JJJ  if.,' 
in  Renaissance  architecture.  J74.  382 

Openwork,  in  late  Oothic  architecture,  307; 
in  Spanish  Gothic.  315 

Opisthodomos.  76.  80 

Opus  aUxandrinum.    165 

Opus  franc ifienum,  275.  308 

Opus  inirrtutn,  150 

Opus  reticulatum.  150 

Opus  spicalum.   150 

Orange,  theater,  126;    triumphal  arch.  247 

Orchestra.  89.  91.  W4.  1-25.  ^2t 

Orchomenos.  41 

Orcival.  250 

Orders.  49.  57;  in  Rome.  104.  107,  109-112; 
in  the  Renaissance.  374376.  377 

Orders,  colossal,  375  376;  in  Italy,  405, 
407.  408.  410;  in  Franco.  jjO.  427.432. 
434;   in  Kn^latid.   430.    |4-'.  411 

Orders,  suix-rposcil.  in  Kornaii  art  hitocture. 
127;  in  Rt•I1.li^^aIK^•  architecture.  35'. 
355.  357.  3''8.  374-  388.  3<>.';  in  pt>sl- 
Renaissaiuc  architecture.  408.  414.  426 
430,  442.  444.  447.  448;  in  American 
architecture,    538 

Orders,   ^«v  also  ('olunins 

Or^ianic   .inhitecture.   definition  of.    218. /f. 

Orient.il  influence,  in  Roman  architecture. 
KKi,   115.  143  in  western  Eur«>pe.   179 

(Oriental  tyi>e  of  plan.  12.  25.  37  39.87.93, 

114.  148 

Orientation  of  medieval  churches,  168 

Orleans,  (iaston  d',  425 

Ornament,  Egyptian,  24;  Mcsopotamian, 
S2\  Persian.  33;  -<^gcan.  42;  Oreek,  72 - 
73;  Roman.  iSi;  in  Christian-Roman 
irchitecture,  166;  in  Syrian  architecture, 
174;  in  early  Byzantine  architecture, 
18.1,  in  later  Byzantine  architecture, 
1'  .  206;  in  Carol in^fian  architecture. 
.3;  in  Ix»mltard  Romanescjue.  230; 
.n  Tiis<\an  Romatu-^que.  26O;  in  Sicilian 
Rojn.'ines(iue.  _';o  //.;  in  French  (lothic, 
-2o;i/.;  in  Spainsh  (fothic,  313;  Renais- 
sance. 377;  in  M'thamnicd.m  architect- 
ure, 579;  in  Far  Eastern  architecture, 
580.  581 

Orvieto,  320.  .?2/ 

Ostia.  I  }3;    theater.  126 

Otto  Heinrich.  389 

Oval  house,   10 

Overhang.    534 

Ovolo.  72 

Oxford.  Clarendon  Press.  442;  colleges, 
477.  485;   St.  Mary's.  448 

Pajstum,  52.  462.  493;  "Basilica."  77: 
great  temple.  75,  80.  85;  imitation  of, 
549;  temple  of  Demeter,  capital.  Oj 

Pagodas,   580,   584 

21 


Palaces,  Egyptian,  21;  Mcsopotamian,  25, 
28.  29.  30;  Persian,  33- J6.  34',  i^Rean. 
37.  39-40;  Roman,  104;  Byzantine, 
208  #.;  Renaissance,  345.  350-352.  355, 
359.  360.  361.  368-369;  post -Renaissance, 
in  Italy.  414.  415-416;  in  Spain,  420- 
421.  422;  in  France.  433;  in  England, 
439.  442.  444-445;  Mohammedan,  578- 
579;   Chinese.  585 

PaUrslras.  92,  130 

Palenque,   524.   5^5 

Paleolithic  period,  8 

Palermo.  Cappella  Palatina,  240;  cathe- 
dral. 240 

Palladian  motive.  376 

"Palladian  style."  442-444.  448-450.  465; 
in  America.  536.  538 

Palladio.  Andrea,  370,  408-409,  416,  419, 

443.  4^1 

Pa  m  column.  22 

Pa  myra,   146,   154.  462 

Paneling,  534.  538 

Papyrus  column.  13,  22 

Parion.  altar.  86 

Paris.  Arc  du  Carrousel.  466;  Arc  de 
I'Etoile.  466.  4(i7,  soo;  Bazaar  de  la 
rue  de  Rennes.  504.  510;  BibliothAque 
Nationale.  502,  503;  Biblioth^que 
Sainte  Oenevir^ve,  493.  4<J.'i.  5<»3;  Bourse. 
467.  472;  cathedral.  2.V0.  jyo.  2i)2, 
jj<.  295.  2<)<i.  338;  Chapelle  Com- 
mrmurative.  joS;  Chiiteau  Madrid.  380; 
CoIU'^K'c  des  fjiiatre  Nations.  426.  435; 
Kcoic-  (Us  Beaux-.Arts.  484.  401,  »yj.  512; 
influence.  55-'.  555.  5'>o;  Ecole  Mili- 
t aire.  432.  436;  Eiffel  Tower,  .S03:  Expo- 
sition  «»f  1855.  504;  Exposition  of  1878. 
504;  P^xposition  <)(  1900,  512;  (iare 
de  I'Est.  5'>*>;  Oare  du  Nord,  509; 
(iare  du  quai  d'Orsay.  5o<).  5//;  Halle 
au  Ble.  472,  503;  Halles  Centrales.  503; 
hotels,  434;  Hotel  Cluny.  331.  337.  338; 
Hotel  de  Salm.  464;  Hotel  dc  Ville.  382, 
495;  Invalides.  435.  436;  Louvre.  337, 
382;  colonnarle.  426.  427.  428;  court. 
jSj,  424.  426;  south  facade.  426;  Lux- 
em})()urg.  425;  Madeleine,  467,  542; 
Metropolitan  Railway  stations,  514; 
Mint.  471;  Musee  Cialliera.  494;  Musee 
des  Monuments  Fnmgais,  484;  octroi 
gates.  465;  Odeon,  473;  Oj>era,  494,  4<y>, 
S07.  5"''>';  OiK-ra  (Old).  487;  Palais 
Bourlxm.  471;  Palais  de  I'lndustrie,  504; 
Palais  de  Justice.  471;  Vestibule  de  Har- 
It-y.  504;  Pal.'ice  of  the  Lej^ion  of  Honor, 
464;  Panthe(jn,  srr  Sainte  CrcneviAve; 
Petit-Palais,  494;  Place  Dauphine.  423, 
436;  Place  de  la  Concorde.  4jj,  436; 
Place  de  France,  436;  Pl.iie  Royale,  423, 
436;  Place  Veiuloine,  436;  Place  des 
Victoires.  436;  prirte  St.  Denis,  4J7.  438, 
500;  rue  de  Riv<jli.  475;  Sacred  Heart. 
495.  4<J7:  St.  Augustin.  495;  Ste. 
Chapelle.  27S,  2gi.  209.  ^^^\  Ste. 
Clotildo.  484.  48s;  St.  Eustache.  384; 
Ste.  (.ienevi^ve.  464.  46?;  imitation  of, 
544;  St.  (iermain-des-Pres.  200,  338; 
St.  Gcrvais.  424;  St.  Martin  des  Champs, 
2Q2.  338:  St.  Philippe  du  Roule.  474- 
475;  St.  Sulpice.  431;  Ste.  Trinity*.  495; 
Sorbonne.  chapel.  435;  Tuileries.  384,  3S5, 
J^7.  423;  Val-de-Gracc.  426,  435; 
V^end6me  column.  466 
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Parma.  234.  2-0;  theater.  416 

Parterres,   416 

Piirthia.  57,  572 

Pasargada?.  3i.  36 

Patio.  529 

Paulinzellc.   242.   243.   244.   271 

Pa  via.  Cert'jsa.  320.  353.  354'.  San  Michele. 

231.    2.M.    270 
Pavilions.  35«.  jOi.  382.  426.  428.  432.  448. 

544 

Paxton,  Sir  Joseph.  504 

PcMrson.  J.  L..  492 

Pc-flimcnls.  in  (ireek  architecture.  73.  78. 
84;  in  R-mian  architecture.  i(i6;  in 
Renais^an(  c  architecture.  34<>.  3^<'>,  387; 
in  post-Renaissance  architecture.  411; 
broken.  3'V'>.  401.  403.  4 '9,  423.  437. 
448,   53^J 

Pekin.  T(;mple  of  Heavt-n.  5'^4 

Pemlentivc,     Ml  jf. 

Penetrations.  37H.  414.  421 

Pennethorne,   Sir  James.   490 

Pennsylvania,  colonial  architecture.   S3S 

Percier,   Charles.   4O7 

Per^^'anion.  5''.  73;  Altar  of  Zeus.  si.  86; 
pal.-ice.  03;    Ionic  temple.  «5 

Peril  Ifs.  54.  80 

Pc'n^^ueu.x.  St.  Front.  212,  227.  251.  ^5-. 
2(>i 

Peristyle,  exterior,  in  Fljryptian  architt-ct- 
urc,  23;  in  ( ireek  arc  hit^-cture.  74-  '''• 
05;  in  R'linan  archilccture.  107.  i\(r, 
in  Rt-n.ii  ^s;ti-.c<-  archiUc'urc,  358.  37o; 
in  ;k^sT -Ri-naissan(  f  art  hi  lecture,  44-; 
in  niodiTti  .irc  hitec ture.  \<n'.  in  Amer- 
ican ar-  liitfcturt-,   544.  HV)-   .S.S8 

Pcri-,tylr.  intirior.  74-  «-'■  89.  03.  r48;  st-f 
(ill)  ("'>urts.  pt  ri>tylar 

Prrrtxlium.    i  I  2 

I»t  riM-ndi'.uhir  (iothic.  2.S4.  3'>5#-.  312 

P.rraull.  Clau'lc.    J27-428 

PcixpMlis.  .i.y  3'i',  palace.  J4;  t')mb  of 
Darius,  jy 

Pt-rsia,  M-.hanimcflan  arthitccturc  in,  573- 

574-    .S7  5    >7^>     570 

Persian  .'ir<  fiitcf  turr,  Acha-nu-nian  i)eno(l. 
32    3');    Sa>^.'tiiian  jHriofl.  572- 573 

P(  r^p<(  Mvi.^.   (  on>tructe(l.   412.   416 

F\ru.   527.   S-'8 

Pcrunia,  ".-\rch  of  Augustus."  n>H 

Piru/.zi.   Balilassare,   3'>*>-3''»i.  374 

Pluistf.s.   30 

Phi<lias.    s;.   80.   82 

Philadelphia.  5  i5.  5il-  560;  Bank  of 
P<  iMr;yl\:u.i  1.  5  15;  Hank  of  the  Uniterl 
Stales  !Ci!-t"tn  II''USf).  .sj.>.  546;  Bank 
of  the  I'niti'l  States  ((tirard's  Bank). 
S\J\  ("en''-r,i,ia!  ICxposition.  554".  Christ 
("h'jrch.  5i>i;  (tirar<l  C"'»lle>:e.  54<'t;  In- 
(lepei'.'ierui-  Hall.  538-53'>;  lihrarv.  542 ; 
Mirchants"  Exchanj^'C.  5  1^>:  IVnnsyl- 
v.ir  ia  H'ispital.  54'';  Sc-H^cley,  551; 
State  Ih-use.  538    53'/ 

Plnl.e.    21 

Philip   II..   4-"^ 

J's(i>i<<  n'-hilt-    360 

Pii.ardy.  (I'^'hie  architecture  in.  2S  j 

IMrturesquencr'S   in    mciiicval    architecture. 

3^> 

Pif'iiaor.t.  liar"(|ue  architiLture.  412 

Pit  T  za.    Piav.a.    ^70 

Pur.  I 'ini[iMui.'l.  in   L'.nibartl  R< 'inaiicsriue 


architecture.  228;  in  Gothic  architecture, 

2t/j.  294 

Pierrefonds.  327.  338 

Pilaster  strip,  in  Lombard  Romanesque. 
228 

Pilasters,  in  Roman  architecture.  127.  14^^; 
paneled.    377 

Pile  dwellin(.;s.  8-q.  10 

Pioneer  architecture.  527 

Pira.'us.  54.  98.;   arsenal.  74 

Piranesi.  (i.  B..  4O2.  464 

Pisa,  baptistry,  238:  cathedral.  221^.  2i>. 
2S().  237.  238;  cathedral  group,  235.  237; 
Lc-aning  Tower.  233.  238 

Pisistratus.  52.  67.  86 

Pittsburgh.  Allegheny  Court  House.  553; 
Calvary  Church.  558 

Pitzounda.  204.  214 

Planning.  2;  in  Rome.  105;  in  France. 
384.  435;    irregular.  105.  361.  436 

"Plantagent-f  Gothic.  285 

Platerest^ue.   387 

Piatt,  C.  A..  556 

Plvmouth.  534 

Ptjl'lct.    314 

Poel.'iert.  Joseph.  40^) 

Poggif  ii  Caiano.  Villa.  353.  370.  376 

Poitiers.   Notre  Dame  la  (irande,  252.  23J 

Pollaiuolo,  Simone  del,  352-353 

I'olychromy.  in  Egyptian  arcliitecture.  12: 
in  Mcsopotamian  architecture.  S2'.  in 
(rreek  architecture.  72;  in  Roman  archi- 
tecture. 151;  in  early  Christian  archi- 
tecture. 166.  176;  in  Byzantium.  184. 
loH;  in  Lomljard  Romanesque.  230;  in 
Tuscan  Romanes<iue.  236;  in  French 
(lothic.  208;    in  Tuscan  Gothic.  320 

Pohclitus.  55 

Polvgotial  masonry,  40.  527 

P.MniHii.  113.  1 16-1 18.  120.  137-139.  462: 
amphitheater.  127;  House  of  Pansvi. /j.V. 
139:    theaters,  124 

Pompcy.   113 

Pop[)elmann.  Matthaus.  451 

Portico,  in  i^gean  architecture.  38  jo;  in 
Greek  architecture.  57.  83.  93;  i"  Roman 
an  hitecture.  107.  118;  in  Renais<ir(  e 
architecture.  386;  in  mf»dern  archittvt- 
ure.  442.  443.  445.  447.  452,  A(>S.  4''>4. 
4'xj,  471.  472.  474-  475:  in  American 
architecture.  537.  538.  54'^.  542.  545- 
546.  548.  549.  550;  ifc  also  Peristyle. 
exterior 

post-colonial  architecture.  51".  55^.. 

Post-Ronais.^nce  architecture,  xxii,  4^^!" 
150.    in  America.  536-540.  542-545 

Pozzolana.    149 

PraK'uc.  Belvedere.  388;  Waldstcin  palace, 
450 

Preclassical  architecture.  11-4? 

I'rehistoric  architecture.  8-10 

Priene.  y7;  plan.  98;  agora.  87:  Council- 
house.  89;  "  House  XXXHI,"  93;  temple 
of  Athena,  55.  85 

Primaticcio.  Francesco,  381.  382,  383.  385 

Pri'-r  Park.  443 

Prisons.  471-472,  SOI.  541.  550 

Pronai'S.  76.  80 

Proportions,  in  Renaissance  architecture. 
377;  in  pi^jst-Renaissance  architecture, 
V)2.  403.  444 

Propylaa.  39  40,  42,  86-87 
Proskenion.   89.  91 
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Prostyle  portico,  76,  82,  83 

Protestantism,  447,  4Si.  485.  534-535 

Prothcsis.   1O5.  221 

*'  Ppj to- Renaissance,"    238 

Provence,  Roman  architecture  in,  151-152; 

RutnanesMue  architecture  in,  247  #. 
Providence  Plantation.  534 
Ptolemaic  iK'rifnl.   IS.  2  2 
PuK'in.  Augustus.  479 
Pugin.  A.  \V..  4S0.  soo 
Purbeck  marble.  30; 
Pylon,   20 

Pyramitl-mastaba,   17 
Pyramids.   11,   13.   16-17,   135 

Quadriga.   134.   137 

Ouai>;.  436 

"(Jueen  Anne"  style.  490-491;  in  America, 

553   554 
Quimper.  307 
Ouoins.   ISO.  423.  533 

Radial  plans.  434.  43^.  448.  550 

Railway  stations.  498.  501,  507   508.  553 

Ramesscum,    23,    109 

R.inips.   416 

Rain>es    III,.    1 5 

Raphael.  358.  360-361.  369.  374.  377 

RaschdorfT.  J.  C.  489 

Ravanitv.'!,  njn,  205 

R.ivciina.  Saiit'  Apollinare  in  Classe.  i<)\; 
S.mf  Ap<*llinart-  Nuovo.  if.S.  jf>ij.  kjj; 
li.iplistry  "t  the  ( )it,h<jd')X  iS.  (ii'ivaimi 
in  Fi)ntc).  170;  MaiisoKuin  <<f  (i.illa 
Plaiidia  (SS.  Na/./>ir'»  e  Ccls')).  lO,).  /7S'. 
170.  loS.  i')7;  palace  of  Thcixloric.  207; 
S.    Vitalf.    /.V,,    iSf).    ;.Vy,    i<><j,    105.    197 

Rffitu'Tneiits.  in  I'lrctk  archile*  ture,  50.  Sj, 
h.S;  in  Roni.m  ar(.hilci  tiirc.  iiO;  in 
me  lii-val   arehitei  ture.   2H)J)'. 

Rrformation,  401.  402 

Re^ensl)urg.    jOo 

Reims,  cathedral.  jSj,  2qo,  291.  .295.  2f)t>, 
290.  .?"<>;    St.   Remi.  262 

Renaiss.'ince  arcliilecture  xxii,  344- lOO;  re- 
vival of,  4S7  4.H«>.  490,  492.  493;  in  Amer- 
ica. 5.S2.  55  I   556 

Ri-nwick.  James.  551 

Rcsiorati  .in.  of  (rothic  buildinRS.  478 

Revett.   Nicholas.  .\U2.  4O5 

ReV'.hitim.  French,  4'')<).  4.S  \\  American.  5  jo 

Rhamnus.    tempU-   of   Themis,    77 

RliiiU'  valley.  l<'imaiies<iue  architecture  of, 

-'  15 
Rh  1  K'S.  s'>;    pl.m  of.  <)8;    (lothic  architr.  i- 

un  in,  jSo 
Rhvlhinii-.il  li.iv.  .}>_'.  ,V57-?5H.    \(\^.  ,\S<) 
Ri'ibcl    v.'uilts,     in     Lonil'aid     R'MiiaiiiA  jut- 

and   dot  hie.    2  2(>  0 . 
Riih.inlson.   H.   H..  552   553 
Rulielii-u.  ch.itr.iu.  .\2  y 
Ri.  Imiond.  capitol.   ?//,  5i-';    Monumental 

Cluinh,  5=;m;    i)enitfnti.iry.  550 
Ritkman.   Thomas.   479 
Rimini.  S.  Fram  e>eo.  351 
Robert  de   Lu/.arLhes,   279 
R<»iiil((\   430 

Roik\ilU\   Ma.wvell  C(jurt.  555 
Ro(  k-work.    41 1 
RiKoto.  43S;    in  (Germany.  451;   in  France. 

4_'_'.   ).iO-43i.   \,\2 
Rodriguez.  I^orenzo.  S-8 
Rogers.  Isaiah.  546 


Roman  arch  order,  see  Arch  order 

Roman  architecture,  103-158;  influence  of. 
154.  345;  revival  of.  464-467;  in  Amer- 
ica. 541-54-2.  544   545 

Romanesfjue  architecture,  217-274;  prior- 
ity in.  225;    influence  of,  268^. 

Romanescjue  revival,  in  Germany,  483;  in 
England.  492;  in  France.  495;  in  Amer- 
ica. 55^-553.  556 

Romantici.sm.  461.  476-485 

Rome.  S7.  1 13-1  IS.  346.  357.  377.  412; 
Aqueduct  of  Appius  Claudius,  108; 
"Arch  of  Constantine,"  134,  147;  Arch 
of  Domitian.  134.  1.17;  Arch  of  Titus, 
133:  Basilica  i^milia.  123;  Basilica 
Julia,  113.  122  123;  Basilica  of  Maxen- 
tius.  123.  124;  Basilica  Ulpia.  122,  123; 
Cancellaria.  357-358.  369.  372;  Cap- 
itol. 4ot'),  407.  419;  Castle  of  Sant' 
Angelo.  130;  Circus  Maximus.  128;  Co- 
losseum. /;/.  127-128;  Column  (li 
Duilius,  133;  Column  of  M.arcus  Aure- 
lins,  133;  Column  of  Trajan,  133;  Comi- 
tium.  122;  Curia.  122;  Fora  <if  the  Em- 
perors. iJi;  Forum  of  Augustus.  113. 
120;  F'orum  of  Ca-sar,  113.  118,  120; 
Forum  Romanum,  113,  !IQ.  J2I.  122; 
Forum  of  Trajan,  ii.i.  120  122;  F(»rurn 
Tran^it<jrium.  1  J7;  fountain  of  Accjua 
Paola.  411;  French  Academy.  428;  II 
(n-Nii.  41  i;  (iolden  Hcnise  of  Nero.  141; 
Isola  Tiberifia.  143;  Laleran.  lOH;  facade. 
413.  463;  M.msoleum  of  Augustus,  130; 
Mausoleimi  of  Hailnan.  i.iO;  monument 
to  Victor  Fmmanuel  II.,  496.  ,/yy; 
palaces  of  the  Casars.  139-142,  141; 
Palatine  Hill.  11  },  139-141.  143;  Palaz/.tj 
dell"  Afjuila.  jf'o,  361;  Palazz<j  Barberini. 
415;  Palaz/.o  Barl>erini.  stairs.  419; 
P.il.izzo  Canceliaria,  357 -35«.  309.  37-'; 
Pala/.zo  Farnese.  368.  jOy.  J7/,  372; 
cornice.  J7S:  Palazzi  Massimi.  361, 
JO2;  Palaz/.o  Ludovisi  (Montecitorio). 
412;  Palazzo  Raflaello.  338,  360; 
Palazzo  del  Senatore,  406-407;  Pa- 
lazz(j  V'enezia.  357;  Pantheon.  114. 
115.  117.  11^.  149;  impost,  146,  147; 
tabernacles.  144;  imitaticm  of.  351.  359. 
V<A.  471.  474.  475.  544.  545;  Piazza  del 
Popoh;,  41.S;  Piazza  ot  S.iint  Peter.  412. 
4iH.  419;  Pons  /Emilius.  lOvS;  Pons 
Nlulvius.  132;  Ripelta.  }i8;  rostrum. 
122;  Sant'  Agnese  fuori-le-mura.  lOj, 
16H,  I  So;  Sant"  Agne.se.  Pi.i/za  Navona. 
pj;  S.  Andrea.  4o<>;  S.  Carlo  a'  Cati- 
n.'iri.  .//?.•  S.  Clemente.  Jf>3,  164.  iHo; 
Sta.  Costanzii.  137.  170.  77/.  iHo;  S, 
( iiovanni  in  Later.mo.  lOH;  fa*;ade.  413. 
40,{;  S.  Ivo.  412;  S.  Lorenzo  fuori-le- 
mura,  i(H>,  i(>j,  168,  jfy(j.  I. So;  S.  Mario. 
,?5.5.  .i57;  Sta.  Maria  in  Cosmedin,  lf»S; 
St. I.  M.iria  Magni'Te,  lOS,  iSo;  Sta. 
M.iri.i  del  PojKiIo.  Chigi  Ch.'iiwl,  360; 
St.  Paul's  ()utside-the-\V.ills,  ihj,  164, 
lf>7.  if>S.  iSo;  St.  Peter's,  j.57.  359.  360. 
3f><>,  .if'7.  36K.  .?75-  .J76.  37H.  379,  404.  4*>5; 
baldaihino.  112;  coU^nnades.  41 1 ;  dome, 
405  4*/»;  facade.  411;  nave.  414;  St. 
Peters  (Old).  160.  164.  165.  16S.  iSo; 
S.  Pietro  in  Montorio.  '"Tempietto," 
J5<K  35«.  377.  379;  S.  Pietro  in  Vincoli, 
it)o,  i6«.  180;  S.  Stefan(j  R(jtondo.  iCto, 
lOi,     170,     180;      Spanish     Steps.     418; 
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Tabularium.  log,  iio-iii;  temple  of 
Antoninus  and  Faustina.  146,  147;  tem- 
ple of  Cii-stor  and  Pollux.  14s;  "Temple 
of  Forluna  Virilis."  itK>;  temple  of  Mars 
the  AvcHKcr.  iij.  116;  temple  of  Trajan. 
122;  temple  of  Venus  and  Rome.  iiS; 
"Temple  of  Vesta,"  118;  theaters.  126; 
theater  of  Pompey.  113.  125.  126; 
therma."  o(  Caratalla.  I2i>.  ijo;  impost. 
J47:  therma;  of  Diocletian,  ijo;  tomb 
of  Cfjnstantia.  137;  see  aho  Santa  Cos- 
tanza;  Vatican.  357.  404;  Court  of  the 
Belvedere,  359;  Court  of  San  Damaso, 
loKgia,  361.  377;  Scala  Regia,  412; 
Villa  Farnesina,  3O1.  369;  Villa  Madama, 
33V.  S()i.  J70.  377.  378;  Villa  di  Papa 
Giulio,  409;  stairs,  419;  Villa  Pia,  404. 
416 

Romulus  AuKUstulus,   115 

Roof -comb,  524 

R'Hjfs,  4;  in  E)j<ypt.  23;  in  Mesopotamia. 
25;  in  Persia.  33;  in  Crete.  38;  in 
Cireece.  39.  73.  7^;  in  Italian  Renais- 
sance. 370;  in  French  R('iuiis:-.aii(  e.  3X2. 
3H7;  in  En^'li^h  Renaissance.  304;  in 
American  archileclure.  53-'.  S.iA.  535.  53'>; 
in  India,  5X0;   in  China.  5.S0.  5S4 

Root.  J.  \V..  556.  5O4 

Rf^se  windows,  29S 

Rostra,    122 

Rouen,  cathedral.  Tomb  of  Louis  de 
Brcze,  382;  Palais  de  Justice.  ,iS2;  St. 
Maclou,  307,  jio;   St.  Ouen.  307,  joS 

Rou^h  cast.  513 

Ruskin.  John.  481,  506;    influence  of,   551 

Rusticatinn,  in  Roman  architecture,  144; 
in  the  Renaissance.  ^5<>.  35 1.  37 1.  37<'>; 
in  post-Renai.ssance  architecture,  401. 
410.  418.  419.  42J.  424.  448 

Ruweiha,    173 

Sacconi,  Count  Ciiuscppe.  496 

St.  Augustine.   529 

St.  Denis.  309;    mausoleum  of  the  Valois. 

384.  386 
St.  Gall  (Switzerland).  221.  222 
St.-Gaudens.  Augustus,  558 
St.  (iermain,  423 
St.  Germer  de  Fly,  2qo,  2Q2,  293 
Si.    Gilles.    240 
St.    Leu   fl'Esserent,   jSq 
St.    Lnup-<h>-\aud,   2<)2 
St.  Maur-Ics-Fo.s.st's.  chateau.  382 
St.    Med.ird-en-jalle,   jJij 
St.  S.itiiriiin.   250 
Saiti-   pcriud.    15.    22 
S  ikkara.   p\rainitl.    16 
S.ilaniani  a.      Cas.i      do      Monterey,      3SS; 

uiiivfr>-ity.  3S7 
Salt  111,    Pure  c-.\i(  hols  house.    5^7.    S4^ 
S.ili^'>ury,    J~C>,    jSo,    301,    jn^.    .^' y.    3<>| 
Sal'tn.   433 
Saloriua.  E-ki-d iounia.  i.SO;    Ha>.;ia  Sophia, 

Sil.'.'niri.'..  cathedral.  4 so 

S.irii'.s.   ^  .> .    ♦cjiipli-  of  Ib-ra,  70,  85 

Saitio' hr  II  I-,  Kainrioii,  .so 

S  iT!    I  )'<>;■  .     S''0 
S.i!i  Fr.i:.'  1  .  1)  Si.i,iiic).  5_>i; 
S.r.    I  I  i'  rn!     s  V^ 
S.it)   (  i,i'.,Mr.' ).    u  7 

.s  II.  (..il'/.  AT.'')i,i'i  i\a.  the  cldt'r,  352  353. 
300;   the   yuiiyer.    jOM,   379.  405 


San  Gallo.  Giuliano  da,  3S2-3S3 

San  Juan  Capistrano.  530 

San  Juan  de  los  Caballeros.  529 

Sanmicheli.  Michele.  362-363 

San  Miguel  de  Linio.  325 

Sansovnno.  Jacopo,  362-364,  377 

Santa  Barbara,  mission,  sjo 

Santa  Creus,  314 

Santa  Fe,  cathedral,  529 

Santa  Maria  de   Naranco,  22S 

Santullano,    225 

Sarc«iphavi.  94.   109,  135,  403 

Sargon  IL.  27.  29 

Sash  windows.  446.  536 

Sassiinian  architecture,  572-573;  in- 
fluence of.  573.  574 

Saucer  dome.  379.  464.  5S6 

Scientr  frons.  124.  126-127.  416 

Scamozzi.  Vincenzo.  450 

Scandinavia,  Gothic  architecture  in,  321 

Svhinkel.  K.  F..  469.  473.  474.  483 

S<.hluter,  Andreas,  451 

S<  hnudt,    Friedrich,    489 

Sclinaase,   Karl,   500 

Sripio  Barbatus.  sarcophagus,  109 

Srotia.  65 

Stott.  Sir  Gilljcrt.  482 
■Streens."  392.  303 

Sculpture,  in  Egyptian  architecture.  11; 
in  Mesoix)tamian  architecture.  ^2\  in 
Greek  architecture.  54,  78.  84  85;  in 
early  Christian  architecture.  174;  in 
Byzantine  architecture.  184;  in  Iv<jmbard 
Roinunesque.  230;  in  Aquitanian  Ro- 
manesque. 253;  in  Spanish  Romanesque. 
2(Kiff-:  in  French  Gothic.  298;  in 
English  Gothic.  302;  in  German  Gothic. 
310;  in  Spanish  (iothic.  313;  in  Italian 
Renaissance  architecture.  354.  377;  in 
Khmer  architecture,  583;  in  Japanese 
architecture,  586 

Secession,  see  Modernism 
'Second  Golden  Age"  of  Byzantine  art. 

197 

Secular  architecture,  in  Byzantium.  207  #.; 
in  the  Romanesque  period,  268;  in  the 
Gothic  oeriod.  322  Jf. 

Sodding.  J.  D.,  492 

Segesta,  temple.  85 

Selinus.  52.  80;  megaron  of  Demeter.  77; 
temple  "C."  77:  temple  "F."  86;  tem- 
ple of  Apollo.  70.  78,  80 

Semper.  Gottfried,  488-489.  500,  507.  509 

Sriilis.    2QO,    296,    2Q7 

St-n-Mut.  24 

Seiinaiherib,    27.    28 

Sepiapartite  vaults  in  Dtirham  cathetiral, 

jOt.t 

Sf-rlir^  Sebastiano.  381.  403 

Scrou.x  d'Agincourt.  484 

Scrra.  Junipero,  529 

Servadony.  J.  N.,  431.  463 

Strvi(  I-  (juarters,  2.  29.  430,  434.  442,  444, 

U5.   537.  549 

Scvcrus,   118 

Scvillr,  cathedral.  27S,  2S0,  315.  316,  .?;V; 
Criralda  Tower.  316,  jiS;  EI  Salvador, 
altar.  4-'-\    Town  Hall.  387.  ji^H 

Scti  I.,  temple  at  Abydos,  23 

Sc.xpartite  vaults.  25' Jf, 

Shaw,  Nijrman,  491 

Shell-work.  430 

Shop  fronts,  504 
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Shute.  John.  392 

Siccardsburg.  A.  S.  von,  489 

Sicily.  Greek  architecture  in,  SI,  52.  55.  56; 
Roman  conquest.  109;  Romancstjuc 
architecture  in.   239  #. 

Sidon.  sarcophagi  from,  94 

Siena,  cathedral.  319;  Palazzo  del  Mag- 
nifico.  flag  holder.  JTJ;  Palazzo  Pub- 
blico.  J  J  J.  580,  581^ 

Site,  adaptation  in  Greek  architecture  to, 
95 ;     in    medieval   architecture,    335  #. 

Siva  shrines.  581 

Skene.  80-91 

Skopas.  85 

Skripou.  199 

Skyscrapers.  560-563 

Smibert.  John.  539 

Smithfield.  St.  Luke's,  533 

Sncfai,  pyramid  of.  16 

Soane.  Sir  John,  472 

Soest.  Wiesonkirrhe,  310 

S'»issons.  Jo^,  205 

S<»ut1lot,  J.  (i..  431.  462.  SCO 

Spain,  pre-Romanes<iue  architecture  of. 
224;  Rumanes<iue  architecture  of.  363^.; 
Gothic  architecture  of.  285.  312  #.; 
Renaissance  architecture  in.  346.  387  - 
388;  p<iSt-Renaissance  architecture  in, 
402  403,  420  \2  2;  M()hannne<lan  archi- 
tecture in.  573   57  I.  570 

Sp.il.it(t.  palace  (if  UiocUtian.  115.  i.iJ.  i  J3. 
170,  4C>-';  arclies.  I  \().  147;  mausoleum, 
137,  142;    I'xrt.i  .Xurta.  ;.;7 

Spanish  colonial  archileclure,  527-531 ; 

Spart.'i.  55 

Si)ati.al  forms,  in  Roman  architecture.  148, 
345;  in  Renaissance  architecture,  366- 
3<')8.  377   378.  370 

Speyer.  jjq.  245.  ^4^.  247 

Spina,  128 

Spire,  development  of.  in  Gothic  architect- 
ure, 296  #. 

Spoleto.  cathedral,  capitals.  373 

Squares.  370.  423,  436.  448.  47S 

Squinches.  200 if.,  573.  S79 

Stables,    434,    444 

Stadions,  56.  74.  92 

Sta^l,  Madame  de.  476,  SOO 

Stage,  Greek,  89-90,  91;  Roman,  124; 
modem,  507 

Stained  glass  in  Gothic  architecture.    298 

Stairs,  in  Assyria.  29;  in  Persia,  i,\:  in 
Crete.  30;  in  Renaissance  architet  ture, 
378.  380.  384;  in  post-Renaissance 
architecture.  405.  410.  415,  419,  433;  in 
Maya  .Hrchitccturr.  524 

Stalactite  vaultinj;.   57<^ 

Stanislas,    431 

Steel,  use  of.  in  modem  anhitecture.  501, 
502,  503-505.   5^)1   5'>2;    stc  aho  Iron 

Steeples.  447-448,  538 

Stele.  94 

Stereotomy.  437 

Stilt -blocks.    146,   579 

Stilting  in  Gothic  architecture,  288 #. 

Stiris.  great  church  of  St.  Luke,  200,  201; 
little  church  of  St.  Luke,  7yo,  199.  wOO 

Stoas.  74.  87.  91,  92,  III 
Stone  age.  8  9 
Stonehenge.   0 
Strap-work,  392.  438 

Strasburg.  cathedral.  309,  339,  483;  modem 
buildings,  490 


Strawberry  Hill,  478 

Street,  George  Edmund,  482 

Strickland,  William,  546 

Stuart.  James.  462,  464 

Stucco,  in  Roman  architecture,  147;  in 
Renaissance  architecture.  372,  378;  in 
post-Renaissance  architecture,  418;  in 
American  architecture,  527;  in  Moham- 
medan architecture,  579;  see  also  Rough 
cast 

Stupa.  580-581,  582 

SulUvan,  Louis.  511,  513,  563.  564-565 

Sutton  Place,  393 

Switzerland,  Gothic  architecture  in,  321 

Syracuse.    109 

Syria,  Roman  architecture  in,  115.  143, 
146.  152-154;  early  Christian  architect- 
ure in,  171-174;  Mohammedan  archi- 
tecture. 573-574 

Stylobate.  58 

Sumerian  architecture,  26 

Susa.  S3 

Symmetry,  50 

Syracuse,  52,  56;  altar  of  Hicron,  86;  palace 
of   Dionysius,   55 

"T"  form  in  Carolingian  architecture,  221 
Tal>emacles.   in   Roman   architecture.    144. 

147;     in    Renaissance   architecture,    361. 

372.  374.  376 
Tahliniim.   138 
Taine,    Henri.   500 
'J'anntum.  52,  kh^ 
Tegea,  temple  of  Athena  Alea,  85 
Tello.  see  Lagash 
Temples.    Egyptian,    18-21;    Assyrian.   29; 

Babylonian.   30,   j7;     Greek.    52,    75-86. 

74  87;    Elmscan.  107;   Roman.  112,  114, 

115    120;     imitation    of.    409.    447.    463. 

467.    474.    475.    540.    541-54^.    544.    54<^. 

549.  550;  circular.  56,  85.   107.   109,  118; 

imitation  of,  358,  466 
Tepidarium,  129,  130,  131 
Terra-cotta,  62,   108,  50S,  s6o,  562 
Terramare,    10 
Terraces.  359.  361.  416 
Thamugadi.  143;   forum,  120 
Theaters.  Greek,  52.  56,  74.  89-91;  Roman, 

124-127,  125;  imitation  of.  471,  473-474, 

544,    545;     post-Renaissance,    416-417; 

modem,  472-474.  49i.  498.  506-507 
Theatral  area.  39 
Theban  period.  13,  17,  20 
Thebes  (Egypt).  13 
Thebes    (Greece),    55 
Thoodoric.    105 
Theodosius  IL.  210 
Theoretical    writings.   Greek.    50;    Roman, 

113;      Renaissance.     352;      fM)st-Renais- 

sance,    302.    .y^\.    4'»o.    423.     425.    4  13; 

modi-rn.     \(>\.    .\U\.    4S0.     j8i.    484,    500, 

5'>3.  506.  500   511.  512 
Thtrmx,   10  j.   114.   115,  128-131,  148 
Thinite  jxTiod,    12    13 
Thirty  Years'  War,  450 
This.    12 

Tholoi.  see  Temples,  circular 
Thornton.  William,  542 
Thothmes  IIL,  24,  27 
Thurii.  98 
Tiberius.    141 
Tiercerons.  in  English  Gothic,  304  #.;    in 

Flamboyant   Gothic,   306 
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Tie-rods.  4.  378 

Tile.  482.  S04.  S05.  579 

Timgad.   143;    forum.   120 

Tiryns.  37;    palace.  39.  40 

Titus,  133 

Tivoli.  "Temple  of  Vesta,"  109.  no.  118; 
capital.  145;  Villa  d'Este.  stairs,  419; 
villa  of  Hadrian.  I39.  J^o,  148 

Toledo.  314.  317 

Toltec  architecture.   525 

Tombs,  Egyptian.  16-18;  Persian,  36; 
vEKcan.  37.  41 ".  Ctrcek.  74.  94-95;  Roman, 
135-137;    Mohammedan.  579 

Torus,  65 

Toulouse.  Hotel  d'Assezat,  384;  St.  Semin, 
22Q.  25/.  259.  263 

Tourmanin.   172.   173 

Toumus.  St.  Philibert.  254.  25S.  271 

Tours.  St.   M.irtin.   221 

Towers,  in  Romanesque.  267;  in  Gothic, 
2()(>  jff..  301;  in  Rcn-^issance  architecture. 
414;  in  pfjst-RenaissaiKX^  architecture. 
414.  435.  442.  447;  in  nu»dcrn  architect- 
ure. 475,  4H0,  503;  in  American  .archi- 
tecture.  529.   530.  53.S.  551.   552.  553 

Town  halls,  in  <tothic  Flanders,  32()ff.; 
modern.  48.S.  49.*< 

Town  planninK.  Greek.  54-55.  5^,  95  oK; 
Roman.  113  ir4:  ItalLin  Renaissance. 
37f>-37>.    4 1'"*;     post-Renaissance.    423- 

}24.  44^^.  475 
Townsend.  C.  H..  ai^ 
Tracery,   plate.   29-/;    bar.   294.   295 
Trajan.   114.   120.  122,   133 
Treasuries.    86 

Trcbi7,i«nd.   Chrvsokephalos.   205 
Trebizond.  Ha^na  Sophia.  205,  206 
Tresguerras.   F.  E..  52.S 
Treves.   309.   339 
Trianfjn.  v^r  Versailles.  483 
Triilininm.  138 
Trier.  Porta  Ni^ra.   134.  /j.5;    buildin^rs  of 

Constantine.    152 
Triforium,  165 

Triglyphs.  58,  60-62.  63.  64;   corner.  144 
Triumphal  arch,  see  Arch,  conunemorativc 
Trophies.  133.  438 
Troy.  37 

Troves,  204,  296 
"Tudor  arch."  306 
Tudor  architecture.    180.  485 
Tumulus.    135-    I3'>    1.^7 
Turin.    P.'daz/o   Carignano.   412:     Supcrga. 

413.  41  b    163 
Turkish   architecture,   574-   576;    imitation 

of.  487 
Turrets.   394 

Tuscan  ord-r.  T08.  374-   J30 
Tuseany.  Roniant^s-pie  anhitecture  in.  .?  u : 

Gn'hic     ;ir(hite<-tun-     in.     .>>\'>  Jj .;      rarl\- 

Reiiaisscmce  in,  3  17-35  i 

U.ii.  Phcnix-Hall.  5*^^.  586 

Ulrn.  M  r 

Unite<l    States,   architecture   in,    51o-s65 

U!ii\  er-^it  ic^,    }oS 

Upv'hn.  R:>hard.  5  ir 

Ur-Nini,  building  at  Lagash,  26 

Unv-;.  cinerarx-,    t^.^ 

I'skub,  ("hiirch  of  the  Archangels.  205 

Uzcs,    207 

Vanbrugh.  Sir  John.   14-.  4U 


Vandals,   iis 

Van  de  Velde,  Henry,  S12 
Van  der  Null.  489 
Vanvitelli.  Luigi,  414 
Vasari.  Giorgio.  409 

Vaults,  5;  Egyptian,  23;  Me.sopotamian. 
25.  30-32;  Agcan.  41;  Greek.  57.  73; 
Roman.  104-105.  124.  128.  131.  148-149. 
150.  /.?/.  152.  154;  in  Romanesriuc 
architecture.  264  #.;  in  Gothic  architect- 
ure. 286,  287  #.;  in  English  Gothic, 
301  #.;  Renais.sance.  378;  post-Renai.s- 
sance.  436;  modern.  504;  Sassanian,  57^- 
573;  Mohammedan.  574.  579 
Vaux-le-Vicomte,    chateau,    426;     gardens, 

434 
Velarium.   124 

Veneering,  marble.  it8.  131.  149- IS'.  418 
Venice,  medieval  secular  building  in.  334; 
early  Renaissance  in,  355;  High  Renais- 
sance in,  363-364;  barorjue  architecture 
in.  412;  Logetta,  37'>  377;  Library  of 
St.  Mark,  363-364,  jfK'i.  370;  tlet.ails.  ^75; 
Palazzo  Comaro  della  Ca'  Grande. 
363;  Palazzo  Ducale.  j.v-;.  335.  34o: 
Palazzo  Grimani,  363.  J(>4:  Palazzo 
Vendramini.  S54.  355;  S.  (liorgio  Mag- 
gifjrc.  stairs,  419;  SS.  John  and  Paul. 
320;  Sta.  Maria  dclla  Salute,  412.  41  i. 
.414:  St.  Mark's.  201,  202,  20 j;  S. 
Salvatore,  365 
Verandas.  531 

Verona,  amphitheater.  128;  city  gates.  .^63; 
Ivoggia     del      Consiglio.      370;      Palazzo 
PomiM'i,     363;      Roman     theater.      126; 
S.  Zeno.  2^^.^  23  J,  263 
Versailles,   42S,    429,    430;     apartments   of 
Louis    XV..    4J7:    chapel.    435;     (ialerie 
des    (ilaces,    430.    4jj:     gardens.    434; 
Grand  Trianon.  434:    Hall  of  the  Statcs- 
Gener.al.  471;    hamlet  of  Marie  Antoin- 
ette. 434.  483;    Petit  Trianon.  432.  4JJ< 
434.  437;    theater.  432 
Vestibules.  415.  433 
Vezelav.  234.  255 

Vicenza.    "B;xsiliza,"    370.    376.    407.    4"8; 
imitation  of,  487;    Teatro  Olimpico.  416; 
Villa  Rotonda.  4of\,  409 
Victorian  Gothic.  482;    in  America.  552 
Victor  Emmanuel  IL.  496 
Vienna.    488-489;      Court     Theater.    4R9; 
1  louses    of    Parliament,    4S9;     Imperial 
Palace.      489;       Metropolitan      Railway 
stations,  314.  SiS\  museums.  480;  Opera. 
48<r,      Palace    of    Justice.     489;      Postal 
Savings  Bank.  51 S;   Rathaus.  489;   Ring- 
str.isse.    489;     S.    Carlo    Borrumco.    451; 
•Secession."   515;    university.  489;    Vo 
tive   Church.   483.   4^9 
Viennese  \Vf;rkshops.   51 5 
\'u'.nola.  G.  B.  da,  409.  416 
\'ignon.  Barthelemy.  467 
\'i>:nory,  261 

\'illas.  Roman.  139;   Renaissance.  353.  361, 
369  370;     post-Renai.ssance,    409.    41 1» 
416 
Villers-Cotterets,  chapeL  386 
\'inci.  Leonardo  da,  358,  366 
Viollet-le-Duc,  E.  E..  482,  484.  SCO.  503.  S04, 

506 
Virginia,    548;     colonial   architecture,    S33. 
537 


